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In his 1923 review of the first edition of the 
present publication (see Appendix I) Zoltan 
Kodaly—also a renowned Hungarian com- 
poser and foremost ethnomusicologist— 
describes Bart6k’s work as valuable from 
both artistic and scientific points of view. 

“Apart from the fact that music of this 
kind has never before been published with 
such minute precision, the form of Barték’s 
Maramures book also represents something 
new in European literature. The melodies 
are listed according to a certain, special 
structure. Furthermore, tables have been 
constructed to explain the musical material 
from every aspect, which a professional 
musician can easily understand. 

“The collection of Maramures instru- 
mental dance music is very rich; it was 
mostly acquired from the gypsies.” 


REVIEWS OF RUMANIAN FOLK MUSIC 


“We greet this impressive, three-volume 
edition of the results of Béla Bart6ék’s life- 
long study of Rumanian folk music... 
[Bart6k was] the altogether disciplined 
scholar... meticulous and scientific, but 
never distant or stuffy... He used the entire 
arsenal of linguistics... devised an entirely 
new and original system of organization, 
one that was not restricted to the music but 
was extended to all components of rural 
art. He also found a new and workable 
system to deal with the texts.” 


Paul Henry Lang The Musical Quarterly, 1968 


“This collection is important not only from 
the point of view of the discovery of Ru- 
manian folk music (though in this respect 
its value is beyond measure) nor as a Bar- 
tokian document—though on the basis of 
this work alone we could gain a true idea of 
his greatness as man, musician and scholar. 
Itsimportance lies above allin the immense- 
ly valuable lessons to be drawn from it...- 
the collection of the material at the source, 
the notation, the analysis, the classification, 
the international comparative study—all 
this was carried out by a single man who was 
‘at once musician, linguist, authority on 
folk poetry, on instruments, on dance 
Steps. 


Balint Sdrosi Tempo (London), 1968 
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Foreword 


he wealth and variety of artistic creations evolved by the Ru- 
| manian people in the course of the centuries have long alerted the 
interest of foreign scholars whom circumstances brought to the 
lands of the Rumanians. The Polish chronicler Matthew Stryjcovski 
(16th century), the Genovese Franco Sivori, secretary of the 16th century 
reigning prince Petri Cercel, the Magyar poet Balassius (Balassa Balint 
16th century), Paul Strassburg, the envoy of Sweden’s 17th century 
King Gustav Adolph, the Silesian poet Martin Opitz (17th century), the 
German Johannes Troester (17th century), and many others have left us 
many accounts, often praises, all precious testimonials providing a 
better knowledge of past times. 

The first notations of Rumanian popular melodies known to us like- 
wise go back to the 16th and 17th centuries. The tablatures for organ 
left by the musician Jan of Lublin, by the Franciscan monk John Caioni, 
who was of Rumanian origin himself, and by Daniel Speer, and, indeed, 
those recorded in the manuscript known to musicologists as the Codex 
Vietoris, are not, however, to be considered as true collections of folklore. 
Nor do the ten ‘“‘Walachische Tanze und Lieder”’ collected and published 
in Western notation by the Austrian Franz Joseph Sulzer, in the second 
volume of his Geschichte des Transalpinischen Dactens, das ist: der Wala- 
chet, Moldau, und Bassarabiens, printed in Vienna in 1781, come under 
the heading of a folklore collection as we understand the term today. 
And the same may be said of the wealth of informative material con- 
cerning the artistic creations of the Rumanians put together by the 
erudite Prince Dimitrie Cantemir in his works, notably in his Descriptio 
Moldaviae which was written around 1716. 

The first Rumanian to publish popular songs in Occidental notation 
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was Eftimie Murgu, the noted scholar from Banat, who published a 
group of five popular melodies in 1830. His purpose in so doing was to 
provide support for his efforts to prove “that the Rumanians are the 
true descendants of the Romans.” Four years later, there appeared in 
Iasi (Moldavia) the first more comprehensive collection: Musique Orien- 
tale, 42 Chansons et Dances Moldaves, Valaques et Turcs, published by 
Fr. Rouschitzski. Then, between the years 1830 and 1854 Anton Pann 
published his valuable contributions to folklore, which in addition to 
proverbs, tales, and other popular creations, include more than two 
hundred popular songs of rural and urban provenance, written in the 
psalterial notation of the Eastern Church. 

A decisive impulse to the collecting and publishing of popular artistic 
creations was given by Vasile Alecsandri, whose own famous publications 
drew attention to the new spiritual values of the Rumanian people. Like 
his friend and fellow-collector Alecu Russo, Alecsandri considered folk- 
lore to bean artistic embodiment of social and moral realities. ‘‘Customs, 
tales, music, and poetry are the archives of peoples,’’ wrote Alecu Russo, 
following the example of Johann Gottfried Herder; while Vasile Alec- 
sandri, speaking of the originators of popular creations, who “‘pour out 
the secrets of their soul into harmonious melodies and into improvised 
poems,” states the following: “If longing moves him, if he is seized with 
joy, if he marvels at some great deed, he (i.e., the creator of folklore) 
sings his pain and his pleasure; he sings his heroes and sings history, and 
thus his soul is an unquenched source of poetry. There can be nothing 
more interesting then the study of this people’s character in the contents 
of its songs, for they contain all the impulses of the heart and all the 
lights of its genius.”’ 

After 1850 an increasing number of collections of popular songs came 
to be printed, most of them registered from urban musicians. Of these 
collections the most notable are the notebooks of ‘Rumanian national 
arias’ by Carol Miculi, by Johann Andreas Wachman, and by Al. Ber- 
descu, and the almost two thousand tunes published by D. Vulpian. 
But, whatever assurances there may be that these ““Rumanian melodies” 
are set down “in all their originality and national character,” they are 
without exception more or less successful arrangements, most often for 
the piano, in which the popular melos is corseted in the garb of modern 
measure and of Occidental functional harmony, which are all toorarely 
suited to its specific characteristics. At the same time, all sorts of “ar- 
rangements’ of popular songs make their appearance—fantasies, over- 


[ viii ] 


Foreword 


ce 


tures, potpourris, “national quadrilles’ and the like. The ‘‘ar- 
rangers,’’ ““harmonisers,” even the ‘‘composers’’ of popular music of that 
century, however, were not guided in their activities by the criteria of a 
scientific discipline—unknown at that time—but by a taste that was 
often dubious. Nor were they particularly strong in musical technique. 
Hence, with all too few exceptions, the works they have left behind have 
but a limited, documentary value. 

Preceded by the revolutionary enthusiasm of the generation of 1848, 
and by a few collections made toward the end of the last century, com- 
piled with a greater concern for authenticity, by Gavril Musicescu and 
Iacob Muresianu, the systematic research of Rumanian folklore may be 
said to begin at the same time as the twentieth century. Gheorghe 
Alexici had attempted to make phonographically registered collections 
as early as 1899. The German philologist Gustav Weigand made phono- 
graph registrations of Rumanian popular music beginning about the turn 
of the century. In 1908 Pompiliu Parvescu published in the first volume 
of the collection titled “Din viata poporului roman” (From the life of the 
Rumanian people), issued by the Rumanian Academy, under the heading 
Hora din Cartal, sixty-three dances from Dobrudja, transcribed from 
phonograph cylinders by C. M. Cordoneanu. 

About this time, Ion Vidu, P. Ciorogariu, Al. Voevidca, D. G. Kiriac, 
Tiberiu Brediceanu, and others began their collections. Incidentally, a 
part of Brediceanu’s collection, 170 Rumanian folk melodies from 
Maramures, came out in print only in 1957. Similarly, part of the ma- 
terial gathered by Kiriac, of whom it may be said that he set the foun- 
dations of systematic research in the field of musical folklore in Ruma- 
nia, was printed as late as 1960. 


Such was the situation in regard to the collecting of Rumania’s folk 
music at the time of Béla Bartdék’s arrival on the scene. Barték’s 
activity gave a notable impulse to the gathering and study of musical 
folklore in Rumania. Research in this field, carried out on rigorously 
scientific bases, was begun in 1928 when two archives were set up—one 
the Arhiva Fonogramica, under the auspices of the former Ministry of 
Cults and Arts, headed by G. Breazul, and the other, the Arhiva de 
Folklore a Societatii Compozitorilor Romani, connected with the former 
Society of Rumanian Composers, headed by Constantin Brailoiu. 

In 1949 the Institute of Folklore of Bucharest was inaugurated, with a 
section in Cluj, inheriting the entirety of the two foregoing archives. And 
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in 1963, the Institute became part of the system of institutes of the 
Academy, augmented with an ethnographical section in 1964. At this 
time, the collections of the Academy’s Institute of Ethnography and 
Folklore include more than 76,000 recordings, together with the entire 
auxiliary documentation: poetic texts, card indexes of informants, 
recordings, direct observations and other data, photographs, films, and 
so forth. 


Turning now to the present publication, more recent folklore research 
in Rumania has considerably broadened the perspectives opened by 
Bart6k in his pioneering work. A number of lacunae have been filled in, 
and new facts have been discovered, in whose light certain gaps may be 
bridged, some formerly controversial positions may be clarified, and 
certain fresh hypotheses may be raised, to be verified by later research. 

The hora lunga.—We owe to Bartok the first description of the hora 
lungaé of Maramures. Assuredly very ancient, the hora lungd is an endless 
series of variations, of uncertain form and richly ornamented, of a single 
unmodulated melody of a manifestly instrumental character. It is freely 
improvised, somewhat in the manner of Eastern musical practice, par- 
ticularly that of the Arabs, on the principle of the ““maqam,”’ according 
to which each singer may, within certain limits, vary the given theme as 
he wishes. Barték establishes that the Maramures hora lungd, collected 
by him in the spring of 1913, corresponds to the epic melodies (dumy) of 
the Ukrainians, and he opined that the Rumanians of Maramures had 
taken it from them. That same year, however, Barték met a similar 
melodic style among the Arabs of central Algeria. Though the resem- 
blance struck him instantly, he did not venture to consider this as more 
than a fortuitous coincidence. ‘‘Who could have imagined,” he wrote, 
“that at a distance of more than two thousand kilometers there could be 
a bridge of interdependent causality?’ Later, after visiting the Folklore 
Archives of the Society of Rumanian Composers in February 1934, he 
discovered that a certain melodic form is found throughout the length 
and breadth of Rumania, assuredly very ancient and everywhere the 
same, the so-called cdntec lung, and he learned that melodies of that same 
type are well known in Iraq, in Persia, and in Turkey. Thereupon he be- 
lieved it possible to assert that: (1) this céntec lung was the oldest melodic 
style of Oltenia, Wallachia, Moldavia, and the Dobrudja, on the one 
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hand, and of Maramures and Ugoesa on the other; (2) this style has no 
relation to the pentatonic style of the Hungarians; (3) it is doubtless of 
Oriental origin. 

The hypothesis of an Arab-Persian origin persists also in Bartdék’s 
Preface to Vol. II of Rumanian Folk Music, the author stressing that, 
aside from Maramures and northwestern Satmar (region of Oas), he 
found no trace of this melody in the other regions he visited and in- 
vestigated. The only exceptions were provided by certain variants be- 
longing to the tale of the ‘““Shepherd who lost his sheep,” and by a me- 
lody of the same kind, collected by C. Brailoiu in Fagards (southern 
Transylvania). The author had no knowledge of melodies of the hora 
lungad type in the Bulgarian and the Serbo-Croatian folklore, which 
apparently had never known this type at all. These absences, says 
Bartok, are unexplainable and somehow hamper the hypothesis of an 
Arab-Persian origin of the cantec lung. 

Our investigations show that the cdntec lung exists in Bucovina, in 
Nasaud, along the Somes, Mures, and Tarnava rivers, in Tara Barsei, and 
around Sibiu. Trace§ have also been discovered in the Banat and in the 
neighboring Transylvanian lands, particularly in the instrumental form. 
These discoveries would seem to indicate that in earlier times this melo- 
dic style was known to all Rumanians. 

At the same time the existence of similar song forms has been ascer- 
tained among Macedo-Rumanians, in Yugoslav Macedonia, among the 
Albanians, the Greeks, and the Bulgarians. Thus the lacunae to which 
Bartok called attention have been filled in. However the problem of the 
origin of the cantec lung is still far from being solved. It remains yet to be 
ascertained what the real parentage of this melodic style is, since more 
recent investigations have discovered melodies akin to it among the Jews 
of Galicia, throughout the entire Turco-Perso-Arab domain, in India, 
Indochina, Indonesia, Tibet, and in certain regions of northern China, as 
well as in Mongolia. It remains for future researches to clarify for us 
whether it might be a question of a gigantic dissemination of a certain 
type of song or whether similar melodies may have been created con- 
comitantly by different peoples at a similar stage of development. 

“‘Dotted’”’ rhythm.—Collections made in Maramures and in other parts 
of northern Transylvania (Cluj, Nasaud, and Mures) prove a great fre- 
quency of songs in which the “dotted” rhythm is replaced with what 
Bartok called a ‘‘soft’’ one, based upon all the combinations of the iamb 
and the trochee. In addition, as Bart6k himself has shown, an analysis of 
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these melodies proves them to be “obviously independent Rumanian 
creations” (Vol. II, p. 24). We would add that melodies based upon the 
iamb-trochee interplay are also to be found in the provinces to the south 
of the Carpathian Mountains, as well as in many colinde. In the light of 
these findings it would seem that the dotted rhythm sometimes dis- 
played by these melodies, particularly in the northern parts of Transyl- 
vania, may be an influence of Hungarian or Slovak songs of similarrhythm, 
that may have penetrated into Maramures either through the Ruthe- 
nians, as Barték suspects, or by some other as yet unknown means. In 
this manner, the songs based on the iamb-trochee interplay have been 
enriched with dotted rhythm as a new element of expression, and the 
Rumanian patrimony of songs has concomitantly been increased by the 
loan of some Hungarian or Slovene melodies of this sort. 

Instrumental music.—Occasions where the dance takes place to the 
sound of the pipe or of the bagpipe are increasingly rare. The place of the 
genuinely popular instruments has almost everywhere been taken by the 
instruments of professional musicians: in the first place the violin, then 
the ’cello, the double bass, and various wind instruments. At the same 
time, in the Transylvanian villages the tendency is increasingly evident 
in the direction of organizing even larger and more elaborate bands. 

““Dance’’-words.—The descantece of Bihor, which are dance calls sung 
on.a simplified form of the instrumental dance tune and braided into the 
latter in heterophonic fancifulness (in some cases a veritable counter- 
point), are also known in Tara Oasului, where they are referred to as 
tipuriturt. 

Part singing.—The part song Barték discovered only in his own native 
village, Sinnicolaul Mare and, sporadically, in Foeni, has a much wider 
dissemination in the villages of the southern and south-western parts of 
the Banat. The origin of this sort of song, as Barték emphasizes, cannot 
fail to be connected with the part singing of Serbian popular music, 
which is particularly prized by the people of the Banat. However, 
one may not likewise discount the influences exercised by the 
choral activity of amateur music lovers, an ancient tradition in Banat 
villages; nor may one bypass the heritage of ancient forms of primitive 
vocal polyphony, based on the ison—a kind of droning monotone ac- 
companiment—preserved in certain ceremonial funeral chants (in the 
song de petrecut: “for attending’’) and in the local church music. 

Ballad texts.—The relative wealth of ballad texts of the Banat cannot 
be explained by a Yugoslav influence. This genre is likewise plentifully 
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found and still viable in Oltenia, Wallachia, Dobrudja, and southern 
Moldavia. The musical aspect of the “epic recitative’’ in which ballad 
texts are sung differs both from the Serbian and from the Bulgarian 
ballads. Its manifestly Oriental character raises the question whether 
perhaps its crystallization in the forms now familiar to us was achieved 
following the assimilation of certain influences come in by way of Con- 
stantinople. We think it would have been better if the Banat ballads, 
whose musical structure resembles the epic recitative, had been classed 
in a separate category, not among the songs. 

Missing genres.—Investigations undertaken in the regions where Bar- 
tdk collected have established the existence of children’s songs and 
games (counting songs, magic formulas, and so forth). 

It appears that he missed some other minor and less important genres, 
such as ceremonial songs for a clacd (the Rumanian equivalent of the 
American “‘bee’’), the songs for the feast of St. Theodore for the growing 
of hair, and so forth. 

Bartdk discovered but one lullaby, although the regions he travelled 
have them (the text§ being sung on melodies of their own, of doine, of 
songs, or even of dirges). 

Urban influence.—The effect of the school and of choirs upon style of 
execution has not been quite so “destructive” as Bartok feared. Indeed, 
he himself recorded that he had encountered informants who, although 
they had passed through schools, had not been affected by any dele- 
terious urban influence: It is true, however, that certain genres and 
styles disappear, while others are transformed, in line with the evolution 
of people’s mentality and artistic taste. Bart6k’s collection has the great 
merit of placing on record a large number of folk and popular artistic 
creations in existence half a century ago. Recent research has led to 
particularly interesting conclusions regarding the manner in which 
popular creation has evolved since then.! 

The preservation over a long period of time of unitary styles of music 
is due to certain socio-economic conditions that likewise have been kept 
unchanged. Yet, within the range of styles, new melodies are constantly 
being created. These, being made up in accordance with certain tra- 
ditional patterns, resemble themselves considerably, so that some- 


1 Emilia Comisel and Mariana Rodan-Kahane, ‘‘Pe urmele lui Béla Bart6ék in Hunedoara” 
(In the footsteps of Béla Bart6k in Hunedoara), Muzica (Bucharest), Vol. V, No. 9 (1955), 
pp. 9-23; and Sabin Dragoi, ‘Musical Folklore Research in Rumania and Béla Barték’s Contri- 
bution to it,” Studia Memoriae Belae Barték Sacra, Budapest, 1956, pp. 9-25. 
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times they appear to be variants of a single prototype. It is possible 
for some styles to persist for centuries, but a long-continued existence 
without any change is inconceivable for popular creation. An expression 
of life, folklore is in ceaseless transformation. It evolves as does the 
mentality of the people whose thoughts and feelings it interprets. 


* OK 
* 


The multilateral activity of Barték had a particular significance for 
the knowledge of Rumanian folklore. We consider that Barték must be 
given a place of honor among the first explorers in the field of scientific 
research regarding the musical creations of the Rumanian people. We 
consider he should rightly be reckoned among the founders of modern 
musical folklore studies. 

We are indebted to him for the thousands of Rumanian folk 
melodies which he lovingly collected, meticulously transcribed with end- 
less care, and studied with boundless assiduity, as well as for the fact 
that, through his scientific publications and his inspired compositions, 
he made known and appreciated throughout the entire world the Ru- 
manian people’s artistic creation. Hisresearches and his studies opened up 
interesting perspectives for Rumanian folklore studies, and his teachings 
have borne fruit and have been carried forward by Rumanian folklorists. 

In a letter dated September 14, 1914, a few months after the outbreak 
of the first world war, Barték wrote to Ion Bianu: ‘‘... whatever may 
happen, I shall not betray the labor I have begun; I consider it an aim of 
my life to continue and finish the study of the Rumanian people’s music, 
at least in Transylvania.”’ 

Here it is, now, before us. And the immense labor Barték devoted to 
it leaves us deeply impressed. 


Bucharest SABIN V. DRAGOI 
TIBERIU ALEXANDRU 
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he publication of this revised edition of Béla Barték’s Volksmusik 

der Rumdanen von Maramures! brings to a close the unique, re- 

markable series of Rumanian musical folklore studies commenced 

by him in 1908.2 Unlike the preceding four volumes, this one is all- 

inclusive: vocal melodies, including colinde (carols, Christmas songs), 
instrumental melodfes, and poetic texts. 

Retrospectively, it seems quite likely that Bart6k’s original intention 
was to treat his Rumanian material in the form of monographs on spe- 
cific counties. The first of these was, of course, his Bihor County publi- 
cation (Avi din Bihor*) which was completed in May, 1912.4 That same 
year, apparently, Barték was ordering ‘‘the material of the Torontal 
volume.’’® This task, involving 229 vocal and 156 instrumental melodies, 
was completed prior to Barték’s Maramures trip (March 15-27, 1913). 
The Torontal volume, however, was “‘put aside for the time being ... I 
will arrange first the Maramures material.’’® The latter work was com- 
pleted in November, 1913,’ and it was followed by an essay on the folk 
music dialect of the Rumanians in Hunedoara County.8 It seems reason- 


1 Published in 1923 by-Drei Masken Verlag, Munich. 

2 For a description of these studies and the events leading to their publication, see Victor 
Bator’s Foreword to Vol. I of Rumanian Folk Music. 

3 That is, Chansons populaires roumaines du département Bihar (Hongrie), Bucharest, Socec 
& Co., 1913. 

4 V. Bator, op. cit., p. viii. 

5 Letter to Ion Busitia, published in facsimile (No. 2) in Barték Béla kezeirdsa [The Hand- 
writing of Béla Barté6k] (ed. Bence Szabolcsi and Benjamin Rajeczky), Budapest, Editio 
Musica, 1961. Although this letter is undated, its contents and the fact of Bart6k’s Torontal 
County material collected in November and December of 1912 lead us to conclude that it was 
written in late December, 1912, 

6 Letter to D. G. Kiriac, March 31, 1913. 

7 V.. Bator, op; ctt., pix. 

8 “A hunyadi roman nép zenedialektusa.”’ Ethnographia (Budapest), 1914. 
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able to speculate further that Barték’s discovery that Rumanian 
folk music dialect,® first propounded in his Bihor study,1° transcends 
county lines in certain Transylvanian areas,!! ended his plan to publish 
his collections in accordance with delimited geographical areas. 

Turning now to editorial treatment of the present volume, the de- 
cisions to follow the format of Barték’s Yugoslav book!? and to incorpo- 
rate certain improvements he made in the preceding volumes of Ru- 
manian Folk Music voided the possibility of a facsimile reproduction of 
the music examples and Rumanian poetic texts.18 Barték’s personal, 
corrected and annotated published copy of Volksmustk der Rumdanen von 
Maramures clearly indicates that he was in the main satisfied with the 
caliber of his music notations. Certain aspects of them, however, relate 
identically with the melodies of Avid din Bihor,14 a work which Barték 
“revised thoroughly on the basis of the phonograph records” beginning 
in 1932.15 What follows below, then, is a fairly comprehensive description 
and tabulation of the editorial procedures followed in preparing this book, 
the fifth volume of Rumanian Folk Music, for publication. 


THE SOURCE MATERIALS 


At the present time, the location of the final copy of Barték’s Mara- 
mures MS. is unknown to us; it may be lost. In April, 1913, Barték had 
already transcribed the Maramures melodies collected the month before, 
and had sent the transcriptions to Réder, an engraving firm in Leipzig, 
to prepare a cost estimate and a sample printing of two pages.16 In 


® That is, the musical characteristics of a certain area. 

10 Arit din Bihor, op. cit., pp. III (in Rumanian), XI (in French). 

11 For example, Banat, Campie, and Hunedoara- -Alba. (See the author’s Preface to Vol. II 
of Rumanian Folk Music, pp. 12-20, 37). 

12 B. Barték and A. B. Lord, Serbo-Croatian Folk Songs. New York: Columbia University 
Press, 1951. See the editor’s Preface to Vol. I of Rumanian Folk Music, p. xliii, for a discussion 
of this aspect of the editorial process. 

13 This type of publication, edited by D. Dille, was published in 1966 by Editio Musica, 
Budapest, under the title Béla Barték Ethnomustkologische Schriften Faksimile-Nachdrucke. II: 
Volksmustk der Rumdnen von Maramures. The title, however, does not indicate that the 
publication also contains Dr. Dille’s remarks and lists of melodic and textual divergencies, 
obtained from his comparative study of the preliminary (autograph) drafts of the Maramures 
MS. 

14 For instance, the absence of semivowel-designating diacritical marks and degree-desig- 
nating caesura symbols. 

15 B. Barték, Preface to Vol. I, Rumanian Folk Music, p. 1. 

16 Letter from Barték to Ion Busitia, April 24, 1913. It may be these pages, corrected by 
Bart6k, which appear in facsimile (plate facing p. 192) in Julia Szegé’s book Barték Béla a 
népdalkutaté (Bucharest, 1956), and which are kept in the Cluj branch of the Institutul de 
Folclor. 
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December Barték mailed to the Academia Romana (Bucharest) a pack- 
age containing an explanation of signs, 326 pages of music notations, 
notes, names of villages and performers, and a map. The preface was still 
in Brussels, awaiting completion of its translation into French.1? Because 
the Rumanian Academy did not have the necessary facilities to have the 
music engraved, that part of the MS. was returned to Barték probably in 
July, 1914.18 Bartok then sent it to Réder for engraving.19 Following 
the Academy’s decision not to publish the Maramures book during the 
war years, and after he had had the plates engraved at his own ex- 
pense,?° Bartok sought the help of Egon Wellesz for the possibility of 
publication of the Maramures book in Vienna.2! Successful at last, in 
January, 1918 he mailed the preface to Wellesz for correction and prepa- 
ration of typescript copy.22 The publication, as it has been mentioned 
above, took place six years later: the aforementioned author’s personal 
copy, in which the bulk of Barték’s holographic marginalia represent 
Zoltan Kodaly’s commentaries,2 constitutes the foundational material 
out of which this revised version has been built. One other published 
source has been taker into consideration, Barték’s essay Népzenénk és a 
szomszéd népek népzenéje (Our [Hungarian] folk music and the folk music 
of the neighboring peoples).?4 In this work, published more than a decade 
after the Maramures book made its appearance, are to be found three 
of the latter’s melodies in which the underlying text contains breve 
accents to indicate semivowels.25 Compare the original and revised 


17 Letter from Barték to Ion Bianu, December 18, 1913. 

18 Letter from Bianu to Ion Birlea, July 12/25, 1914. 

19 Letter from Barték to Bianu, September 27, 1914. 

20 See V. Bator, op. cit., pp. ix, xi, for further details. 

21 Letter from Bartédk to Wellesz, Nov. 3, 1917. Bartédk mentions that the plates ‘‘are 
presently in my possession.” 

22 Letter from Bart6k to Wellesz, January 4, 1918. Here the various correspondences 
concerning the Maramures MS. end. Inquiries made in Bucharest, Budapest, and Vienna for 
further information about the work proved fruitless. The recent (December, 1967) acquisition 
of the Maramures facsimile-reprint publication (see fn. 13, above) by the New York Barték 
Archive made it possible to include additional emendations which, because the present volume 
was in press at the time, are described in Appendix II (pp. 268-269, below). 

23 Acknowledgement is made here of my indebtedness to Professor Kodaly who, during his 
stay at Dartmouth College (Hanover, New Hampshire) in July, 1965, and at the time of his 
visit the next month to the New York Barték Archive, carefully reviewed and further elabo- 
rated on Bart6k’s pencilled entries for the purposes of the present publication. 

24 Published in Budapest (Ed. Somlé6) in 1934. The English version of this work appears in 
Béla Barték Essays (compiled and edited by Benjamin Suchoff). London: Faber & Faber, 
1975. 

25 It should be noted that Bartdék later inverted the breve and placed it under the vowel 
(t = 4) in Vols. I-IV of Rumanian Folk Music. 
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forms of Maramures 125 (Ex. 1),26 107 (Ex. 2),2” and 53c. (Hiees)):7° 


piece 
125. , 
Ieu 
they Ioana Kis (30) 
Poco allegretto d= 69 1. 


as 2) 
* — = = 
Bawutaiates bee - dru-le, bat, Pa <ysti-emgi 
S4n-Gior - ae - sti - S&n-Gior - giu, 


Oncesti_(Mirie Dragus ) 
pe — 


3) La fonograf cant% incontiniu numai partea l-e a melodiei. 
In den Phonographen wurde trrtiimlich immer nur die erste Melodtehalf 
te gesungen. 


guusto M.F.209Pd), (Maramates), Soank 304.1913 
lf J =138 Beret G oe ne It 


26 Népzenénk 61b. appears in doubled time values (4/4 instead of 2/4) for comparative pur- 
poses only; the other member of this variant group (61a.) is in 4/4 meter also. The revision is in 
Barték’s holograph. 

2? Népzenénk 60b. also shows use of the semivowel é (later: e). Barték later dropped use of 
the ligature with semivowels (%eam). The reader should note that the revised melody is based 
on the variants appearing in small notation below the original form. 

28 Népzenénk 54 contains a considerable number of changes: key and meter signatures; 
elimination of the glissando in the second, fourth, and eighth measures; deletion of the eighth 
rest (above the bar line] between the sixth and seventh measures; and so forth. 
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se, 


107. 
F.: 2114 d) 


Vigaul-de-jos 
Allegretto an 80 1 Varvara Braicu (19) 


i-bdit - ai.___- Ne-am i-bdit vo do-ue funis== 


v mtd 


Ne-ami-bdit,c'am fo’ fe - buni, Ne-ami-bdit,c’am fo’ ne-bunt. 


3) La fonograf in loc de cele patru tacturi din urma: 
1) Im Phonogramm statt der vier letsten Takte: 


Var: 
wr 


Ne-ami-bdit,c’am fo’ fe-buni. 


TE wsto MF. 214d) Rlscvise(Maramases), VE be, (92, 
i See fgegy a eee tenet) cee 


) Soe | 
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Ex, 3 


53c. 


Bocicoiel 


F:: 2125 a) 


' 
eC) 3 
=e 8 
= 3 
— 
$ tr 
c-) ) 
“4 
& MA 
a S 
3 _ oO 
° 
— 
— 
ao - 
3 =) 
f= aed 
— 
te ' 
wy a “ae 
et 
_ 
wv 
3 
@® 
x t zn 
@ = 3 
't Leal 
a ' 
28 
(ob) i) 
7 
(ae ' 
= s 
=~ 
a : . 


du-na van-tu 


a 


-n& van - 


du 


Gan- desti, c4-te-a 


15,10 &., 1913. : 


fanaa 


no Orth MA 2135), 
p fctho ») 


ez 


Ne 
Cg Pate? 


bua 
‘= 
tg. 


Ca 


Suu-pb-ra 
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PART ONE REVISIONS 


The following tabulation shows both textual and notational emen- 
dations of the music examples. Melody numbers marked with + represent 
authorial corrections; the other entries result from the (editorial) re- 
visory process which is described further below. 


Melody No. 


13b. 


LABLE «i 


CORRECTIONS OF THE MUSICAL PART 


Staff | Measure 


OWKAONENN AARNE OONNENENEHTOENN=PNENN= 
aa) 


bo 


RO Se ak to) NR Ga eet shia C000 eh 


Nh 


mae We Neer ~*~ 


Bw 


Description 


r. to vead 1. Yr. 
tr. to vead 2. 1. 
Floril’e zdalbe to vead Floril’e-s dalbe 


la’ nceput to vead la ’nceput 


All note values doubled 
Same vemark as to No. 6b. 
2)— veplaced by * 
Doamne to vead Doamne 
a) deleted 

b) deleted 

4/4 added 

2/4 added 


Same vemark as to No. 3a. 


Same remark as to No. 13a.; Refr. to veadj,\.r. 
Refr. to vead 2.r. 


Cu-o to vead Ca o 


Downward stem added to first note 
2.3. added 
negrit to vead negrit 


mine to vead mine 


mult to vead Mult 

, to vead | 

zina to vead zina 
hanit to vead hanit 
Zua to vead Zaua 

! added 

hai to vead hai 
strain to vead strain 
mai to vead mai 
mai to vead mai 
clapotile to vead clopoti, 


(eseuaen) 


(continued) 


Melody No. | Staff | Measure 


Editor’s Preface 


Measure 


Data 


Go) NO (CoCo) 
WWRK AWK he 


Data 
Data 
Designation 
Designation 


Deas to vead De-as 

ca to vead ca 

Cf. R.F.M. Vol. Il, No. 397 added 
S’apoi to vead Si-apoi 

ne to read ne 

zi to vead dzi 

si to read Si 

dorutule to read dorutule 


—$—— 
fe added 
frunza to vead frunza 
Refr. to vead 1.r. 
Refr. to vead 2.1. 


—— 
Tr added 
Marie to vead Marie 


—— 
i added 

Slur enclosed in parenthesis 

Slur added 

, to vead ? 

doua to read doue 

Doica to read Doica 

! added 

mandra to vead mandra 

Slurs added 

Maria to read Marie 

Same vemark as to No. rrob. 

mandrulica to read mandrul’ica 

Ion to vead Ioan 

nustie to vead nustie 

d2 added as last note 

Var. added. 

Natural sign added 

! added : 

streni to vead streini 

Nuvoi to vead Nu v’oi 

Slash added to hook of small-head note 

batran to vead batran 

batran to read batran 

Invartita to vead InvAartita 

Joc to vead Jocul 


a ee 
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The first edition of melody No. 5 shows three caesura indications: 
measures 2, 3, and 5. Barték’s red-crayon marking, however, shifts the 
main caesura to the last eighth note of the melody. In view of his failure 
to give further instructions, other than an indication that this melody is 
a variant of No. 21, no editorial changes have been made.?9 

The revisory process enabled the editor to reverse the order of melody 
Nos. 11 and 12 (12 = 11, and vice versa) in accordance with Barték’s 
note to the respective melodies in the first edition. The same procedure 
was followed, for the same reason, with regard to melody Nos. 166 and 
167 (167 = 166, and vice versa). 

Triplet brackets were added to melody Nos. 23b.c.d.g., 25, 34b., 43, 
45b., 51, 59, 61, 63, 95, 143, 154c., 16la., 182a., 189, and_199. 

Braces to enclose lines of loose syllables were added to melody Nos. 
BOA Ot tN Ie 3Al ft OOOO TODaI 20.,-O/ ee Obdael LOa.D.wandel 27a. 

Data concerning performers were added to melody Nos. 28a., 3la.b., 
On ofA Al pod. 64.90; 93596a.1100) 1O3bic.01 05.0106; 1d Oar 125% 1132, 
134a.b., 174d., 177a., 178d., and 183. 

A very considerabfe number of emendations resulted from the change 
in format, far too many to tabulate here according to specific melodies 
affected. The following general descriptions, however, seem advisable: 


1. Italicized capital letters, Roman and Arabic numerals replace descriptive 
designations of the various classes, subclasses, and groups. These symbols appear 
also at the upper right hand corner of each page of music examples. 

2. Instead of punctulated Arabic numerals, caesura symbols are used at the end 
of melody sections and at the upper right hand corner of each page of music 
examples. 

3. Asterisks are added to those melodies for which an authorial remark is to be 
found in the Notes to the Melodies.30 

4. Parentheses formerly enclosing pseudo-upbeat notes have been deleted. 

5. The small-size feymata now appears in the form of an inverted breve accent. 

6. Punctulated Arabic numerals indicate specific text stanzas. 

7. Semivowels are marked by the inverted breve accent which has been edi- 
torially added passim. Extension syllables are marked by the straight underline 
which also represents an editorial addition. 

8. Pseudo-upbeat syllables and supernumerary additional syllables, formerly in 
italics, are set in Roman type and with a wavy underline. 

9. Here and there extensors have been added to the underlying text to indicate 
melismata. 


29 Bartok struck out his pencilled 8, ro! marginal note. Comparison of No. 5 with No. 21k. 
reveals a marked similarity between the two melodies; indeed, the former might well be an 
incomplete form of the latter. 

30 Marginal notes formerly appearing below a melody have been transferred to the Notes 


to the Melodies. 
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10. Data sections (record number, village, performer) have been moved from 
above the melodies to their present position. 

11. To avoid confusion or possible misinterpretation, the signs i and sf (which 
had indicated introductory and closing bars, respectively, in dance melodies with 
motif structure)31 are replaced by « and w. 


Other editorial revisions of the music examples are listed below: 
No. 20c.: This two-section melody originally contained no caesura 


numerals. The symbol now appears in the third measure. 


No. 20g.: The melody number was omitted from the author’s statisti- 
cal data concerning villages and performers. It will be noted that the 
variant group is now divided into eight separate music examples.?? 

No. 31: The a. and b. variants appear as separate melodies. 

No. 36: Its note, containing a reference to a Rumanian variant from 
the county of Arad, has been transferred (from the Notes to the Melodies) 
to Table 11 (Rumanian variants), below.38 

No. 70a: The main caesura, in the original edition, was placed above the 
last note of the section (fourth measure). In view of the position of this 


music example as a [1] melody, as well as the similarity between the 


fourth and last measures,34 the caesura symbol is now placed above the 
penultimate note of the fourth measure. 

No. 134b: Barték entry here, in red crayon, shows “Var. No.?” as a 
marginal note. The variant is No. 119, according to the remark under 
that music example in the original edition, and it has been listed below 
the revised melody. 

178e.: The placement of the main caesura above the first beat of the last 
measure apparently was an error (cf. vars. a.—d.). Accordingly, the 


caesura symbol [1] appears above the second beat of that measure. 


NOTES BY ZOLTAN KODALY.35 


No. 33a. | 
: ? 
No. 34a. f’ Truncated melodies: 


31 The use of such designations was discarded by Barték in R.F.M. Vol. I (Class B melodies). 

32 Formerly: 20a., 20b., 20c., 20d., and 20e.f.g.h. 

33 The note also contained a simplified form of the variant (R.F.M. Vol. II, No. 397) which 
was later revised by Barték, hence its exclusion from this volume. 

34 The last measure shows the caesura numeral positioned above the penultimate note. 

35 The notes have been translated from the Hungarian; they appear in Barték’s copy of the 
original edition (see description on p. xvii, above) with the parenthetical designation K.Z. 
Professor Kodaly’s addenda to his notes, as told to the editor (see fn. 23, above), appear below 
in the form of footnotes. 
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No. 68: The first half of the melody is not the beginning—-compare with 
aaBf«. The second half might accidentally have slipped upwards a fifth. 
No. 134a.: Eight-syllable instrumental figura.36 

No. 136: Four-section melody (as No. 168, etc.) ? 3? 


No. 14le. Four-section melody? (| [V) The caesurae would appear 


as follows: first, last note of the second measure; second (main), penul- 
timate note of the fourth measure; third, last note of the sixth measure. 
No. 165: In the eighth measure, a1 as main caesura is questioned.38 
No. 167b.: Da Capo.8® 

No. 174c.: The bracketed portion, commencing at measure 17—gquasi 
tvio? Beginning at measure 31—a figura (Coda).40 

No. 177a.: This melody is actually the full form of truncated No. 
31.41 ; 

No. 181: The variant in small notation is the correct version of this 
melody. 

The following pairings indicate variant relationships in the Mara- 
mures material:48 melody Nos. 6a.— 182c., 31- 177a., 45-— 79b., 50- 
66, 62a.b.-77, 88c.— 114, 113- 133, 117— 131, 136- 14la., and 138- 
143b. 


36 It is a gypsy characteristic to shorten note values during performance. The third 
staff contains fifteen syllables within a frame of two bars, as compared with the same 
number of syllables in the first four bars, and is based on an (unknown) eight-syllable texted 
melody. 

37 Guitare = cobza: plucked instrument—ground bass like the drone of a Scotch bagpipe. 
Also a cello with two strings, struck with a stick. 

38 Should be gl. 

39 The last two bars are really an introduction to the piece. The caesura of the first section 
should be 5] (a?), not 1| (d2), at the second beat of the second measure; that of the third 


section should be the same, at the second beat of the sixth measure; and the end of the piece 
actually occurs on the second beat of the eighth bar. 

40 This figura is a gypsy performing device in which two bars are repeated, with different 
figures, and based on the progression V-—I. 

41 Sometimes a melody will consist of two different halves. This circumstance occurs when 
the peasant, after reaching the main caesura, forgets the remainder of the original piece and 
attaches (as the second half) a portion of another melody. 

42 The ossia is an addition in a higher register and it is like a figura: a two-bar, V—I progres- 
sion (repeated, always in a higher register). The variant itself is clearer than the original; the 
link (fifth measure) between the third and fourth sections is filled out. 

43 The variants discovered by Professor Kodaly were indicated by Barték in the form of 
holographic marginalia to the pertinent melodies. The variants appear in the revised edition as 
bracketed entries beneath the corresponding music examples. 
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COMMENTS BY BELA BARTOK 
No. 8: A VI] 4| melody! 44 


(1) 
No. 11: Probably an incomplete 8, 6, 8, 6, 3| [3] be 
No. 33b. 


No. 34a. 
For some unknown reason, Barték added punctulated Arabic numer- 


als (in pencil) to the following melody numbers: 165 = 2., 164d. = 3., 
136 =,4., and, 182a..== 5,46 


| mai to read mai? 


OTHER EDITORIAL REMARKS 

The original table of contents had to be re-organized and expanded to 
include additional materials. 

The Systematic Index of Melodies (first edition: p. 227) was moved 
to its present position and revised in accordance with Barték’s procedure 
in R.F.M. Vol. II (pp. 7-10). The revision, it will be noted, includes the 
designation of classes, subclasses, and groups in terms of alphabetic and 
numeric characters. These characters also appear, here and there in the 
author’s Preface, as parenthetical additions. 

Tables 11 and 12 represent editorial compilations, also in accordance 
with Barték’s procedure in R.F.M. Vols. I-II, of variants derived from 
various sources. 

The Explanation of the Signs Used in the Music Notations contains 
additional material selected from the corresponding sections in R.F.M. 
Vols. I and II. This material was borrowed, of course, to meet descrip- 
tive requirements stemming from revision of the Maramures music 
examples. . 

The Statistical Data Concerning the Output in Villages (original title: 
Alphabetisches Verzeichnis der Ortschaften und der Vortragenden, pp. .225- 
226) is now in the format devised by Barték for use in R.F.M. Vols I. 
and II. It should be noted that the editorial count of Maramures melo- 
dies (with variants) treated, transcribed, or otherwise considered in the 


44 Bartok’s red crayon correction shows an arrow to indicate that the second (main) caesura 
belongs over the last (not the penultimate) note in the fourth measure. This revision has been 
made by the editor. 

45 That is, a four-section structure. 

46 There is no indication for 1. The reader may note that the variant letter / is omitted 
ret melody No, 23. The same omission, it should be further noted, occurs in the original 
edition. 
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portion of the study devoted to the music examples, is 378 (the first 
edition lists 365).4? 

It should also be noted that editorial marginalia to the author’s 
Preface are enclosed in brackets. 

Professor Kodaly directs our attention to Tables 5 and 5 (first edition: 
pp. XITI-XIV) whose faulty construction is made apparent as the result 
of his analysis of the Maramures melodies. Unaccounted for, he states, 
are (a) contaminations arising from the joining together of individual 
half-melodies, (b) erroneous placement of caesurae, and (c) certain free- 
form melodies (D I) which are actually definite structures.48 

The following melodies from the county of Maramures appear in 
R.F.M. Vol. II: Nos. 537d., 547a., 554 (D 149), 613a.b. (Caniec lung), 
616 (Bocet) ;59 613c. (Cantec lung) .51 

For other Barték descriptions of the Maramures material, see his 
Rumanian Folk Music, Vols. I-IV (pages are listed in the respective 
indexes); Hungarian Folk Music (pp. 3, 8, 22-23, 30); Serbo-Croatian 
Folk Songs (p. 77); Erdélyi magyarsdg. Népdalok (p.6); and La Musique 
populaire des Hongréis at des peuples voisins (pp. 22, 26-29, 35). 


PART TWO REVISIONS 


Table 2 lists the various emendations of the Maramures texts. Entries 
numbered 11, 12, 23c.e., 45b., 51, 60, 67, 68, and 95 were corrected by 
Bartok in his personal copy of the Maramures first edition.5? The others 
were derived mainly from the comparative study of the music examples, 
their underlying texts, and the extracted poetic texts. 


47 The reader should replace the old total with the new one in the editor’s Preface to Ruma- 
nian Folk Music, Vol. I (Table 1: p. xxvi). Furthermore, the total published melodies should 
now read 3, 417 (loc. cit.). 

48 See fns. 23 and 35, above, and their related text matter. 

49 That is, isometric tempo giusto melodies in “‘dotted’’ rhythm. 

50 All collected from an old woman in Sighet, January, 1912, 

51 Collected from Marie Pop lui Vasile (age 60) in Visaul-de-Jos, April, 1913. (Cf. her perfor- 
mance in Maramures Nos. 23c.d. and 32, below). 

52 See the description of this copy on p. xvi, above. The corrections are in pencil and 
red crayon. 
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TABLE 2 
CORRECTIONS OF THE PoETIC TEXTS 
Text No. | Line | Word | Description 
ATE | RS a) ES ST | a ee ee ee 
5 Refrain Refr.: Doamne, Hai corinde! 


to vead 1.r. Doamne! 


2.r. Hai corinde! 
ex Refrain Floril’e zdalbe! to vead Floril’e-s dalbe! 
11 Designation 12 to vead 11 
12 Designation 11 to vead 12 
14 Refr. 9 duce! to vead duci’! 

17 2 1 Cu to vead Ca 

20a. ZL 3 sufla to vead sufla 

20f. 2 5 urita fo vead urata 

Zac. 2 1 tanera to vead tanara 

23e. ey Z taner to vead tanar 

28a. 5 3x added 

28b. 1 5 , to read | 

30 fn. 2 nemt. added 

45b. 1 4 acrut to vead acrut 

46a. 2 1-2 Spusu mni-o - - - * added 
48 2 6 ved’ém to vead ved’em 

49 2 1 Pa to vead Pe 

50 Refr. 1-2 r. Hei dorutele! added 

51 4 1 Numa’as to vead Nu m’as 
57a. 2 1 Ba arcat’e to read Batarcat’e 
59 Z 4 d-aurariu to vead d-aurar 

3 4 domnariu to read domnar 
60 3 1 Sambata to read Sambata 
66 2 3 frunza to vead frunza 
67 1 2 hyphen added 
68 4 1 hyphen deleted 
86 Refr. - 2.r. Hai lai lai! added 
94 1 2 fn. 2 to read in. 1 

Refr. 7 suna to vead sun’ 
95 1 2 stie to vead stie~ 
96a. 1 1 Suparatu-is to vead Suparatu-s 
97a Refr. = Refrain deleted ; 
97b Refr. = Refrain added 
102a Wewess S) 2 bad’ita to vead bad’ita 
103c. Refr. if puisor! to vead puisoru! 
104 1 4 tuna to vead tuna 

Z 2 frunza to vead frunza 
119b. 2 5 é , 

a 5 \ mandru to vead mandru 
126b. 4 4 mandrul’ica to vead mandrul’ica 
128 Refr. 4,8 daina to vead dainare 
132 Refr. = Variant refrain added 
134a. Designation 134. to read 134a. 

ie ta to vead ’ta 
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The change in format of the texts, like the melodies, eventuated in one 
or more of the following additions to each of the texts: 


1. The inverted breve accent and the underline to indicate, respectively, 
semivowels and extension syllables. 

2. Underlined extension syllables (u, iu), in accordance with the underlying 
texts of corresponding melodies. 

3. Line repeats, first and second ending signs, refrain designation (r.), line 
counting figures (5, 10, and so on), double ruled lines (to indicate the end of that 
portion of the text which appears in the transcription), and certain apostrophic 
accents (to indicate palatal pronunciation). 

4. Data concerning village and sex of performers, in parenthesis below the last 
text (or refrain) line. 


The following text numbers, together with an explanatory asterisk, 
appear as an editorial addition to the texts: 20g., 35, 47, 50, 58, 61, 73b., 
P7D Ol, 109, 123, 127b., 131, 164c,, 176, 178c,-and 179: 

Internal (that is, Maramures) variants, enclosed in brackets, are 
placed next to their corresponding text designations. , 


The use of semivdwel-designating diacritical marks in the revised 
Rumanian texts mandated an editorial addition to the author’s 
Introduction to Part Two. This addition, in the form of a Remark, 
was extracted from Bartdék’s Preface to Vol. II of Rumanian Folk 
Music (p. 2). 

Following Bart6k’s format in R.F.M. III (pp. xcvii—xcviii), Table 14, a 
list of text variants in other publications, will be found below (pp. 197- 
198).58 

Another addition, the Explanation of Signs Used in the Texts, was 
also extracted from R.F.M. III (pp. xxxix—xl, c). 

The list of refrains (pp. 260-261, below) and their compendium (Table 
13, p. 196) were organized and added on the basis of similar tabulations in 
Vols. III and IV of Rumaman Folk Music. 


In 1923, the year of publication of the first edition of the present 
publication, Zoltan Kodaly wrote a review of the work under the title 
“The Rumanian Folk Music of Maramures” (published in Napkelet, 
Budapest). This important essay, with its discussion of folk music tra- 
dition, of gypsy musical life, and of the state of Hungarian ethnomusico- 
logy during and preceding the time in which the review was written, 


58 The list, editorially expanded, includes variants from Vols. II and 1V of Rumanian Folk 
Music. 
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appears as Appendix I to this book. I wish to thank Professor Kodaly 
for permission to publish his essay herein and for his editing of its Eng- 


lish translation. 
Finally, I gratefully acknowledge the assistance given me by my co- 
workers in the New York Bartok Archives, Richard Tészeghy and Ida 


Kohler. 


New York BENJAMIN SUCHOFF 
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Preface 
by Béla Barték 


assembled the material contained in this volume from the 15th to the 
| 27th of March, 1913, in the following villages of the county of Mara- 
mures (Maramaros) : 

Teud! (J6d), Visaul-de-jos (Alsévisd), Bocicoiel (Kisbocské), Drago- 
miresti (Dragomérfalva), Cuhea (Izakonyha), Patrova (Petrova), Poieni 
(Saj6mezo), Glod,?«Valeni (Mikolapatak), Nanesti (Nanfalva), and 
Oncesti (Vancsfalva). I traveled to all of these places in the company of 
Mr. Ion Birlea, who was at that time the Greek Orthodox priest at Ieud, 
and who most obligingly shared all the hardships of the collecting to 
help insure its success. 

I made phonograph recordings of the melodies—with several ex- 
ceptions—for the Ethnological Division of the National Museum in 
Budapest. 

What is published here forms only a small part of my collection of 
Rumanian folk music, which embraces about 3,500 songs and instru- 
mental melodies. In addition, 371 melodies have appeared in the studies 
in Rumanian ethnology published by the Academia Romana (Din Viata 
Poporului Roman, XIV): Chansons populaires roumaines du département 
Bihar (Hongrie), Bucharest, Socec & Co., 1913.3 


Rakoskeresztur, 1918 BELA BARTOK 


1 The name of localities as they appear in the official Hungarian maps are added, in pa- 
renthesis, to those given according to Rumanian local usage. 

2 The few melodies from Breb I actually obtained in Glod, from a woman whose place of 
origin was Breb. 

3 [The Bihor instrumental and vocal melodies were revised by the author beginning in 1932. 
They and the full poetic texts are included in the pertinent volumes (I-IV) of the present 
publication. ] 
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Introduction to Part One 
GROUPING OF THE MELODIES 


according to the occasions on which they would be sung or played. 
This procedure gave rise to the following main parts: 

Christmas songs (Class A); , 
Mourning songs (Class B); 
Non-ceremonial songs (Class C); 
Dance melodies (Class D); 
Alphorn music and its imitations on other instruments (Class £). 

Christmas songs or Colinde* (Class A).—In contrast to the custom in 
other areas of Rumania, these Christmas songs are sung in Maramures 
not only by boys, but also girls. Small bands of children, divided ac- 
cording to sex, wander from house to house on Christmas Eve to perform 
these songs.® 

Mourning songs or bocetie] (Class B).—These songs of death fall into 
two subdivisions: 
Subclass I: for young people (dupa tinert) ; 
Subclass II: for old people (dupa batrant). 
Accordingly, each village is familiar with both types. What age limit is 
fixed as a borderline, or whether marital status determines this border, 
could not be established.6 These songs are sung or perhaps more 
accurately, wailed, exclusively by women (for the most part, relatives of 
the deceased) during the burial. 


B efore I began any kind of a classification, I ordered the melodies 


4 Singular: Colinda or Colind. [Also referred to as Winter-solstice songs. Cf. the author’s 


Introduction to Vol. II.] 
5 [A more detailed description of the Colinda custom appears in the editorial as well as the 


authorial Preface to Vol. IV.] 
6 [In Vol. II, however, the author clearly indicates marital status as the demarcation (cf. his 


discussion of Class G melodies in fn. 51).] 
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TABLE 3 


SYSTEMATIC INDEX OF MELODIES 


(Figures in parentheses represent total number 
of melodies, excluding variants). 


Class A (Colinde), Nos. 1-19 (z9) 


Group 1:], Group 2:] O, Group 3:J OG 
1-3 (3) 4-13 (zo) 14-19 (6) 


Class B (Mourning-song melodies), Nos. 20-22 (3) 


Subclass I (dupa batranz), 20 (z) Subclass II (dupa tinert), 21-22 (2) 


Class C (Non-ceremonial songs), Nos. 23-135 (112) 


= 


Subclass I (Hora lunga), 23 (z) Subclass II (Hore) 
Group 1:4, Group 2:] O, Group 37] OL 
24-31 (8) 32-36 (5) 37-135 (99) 
; Class D (Dance melodies), Nos. 136-192 (57) 
Subclass I (Free form), Subclass II (Strict form) 
136-163 (28) ——<—<—<— ee 
Group 13970 Group 2: (misc.), 
164-187 (24) 188-192 (5) . 


Class (Various instrumental melodies), Nos. 193-209 (r7) 
_--——————————————— eer 
Alphorn (bucium), Alphorn imitations, Violin, 209 (z) 
193-203, 205 (12) Fluer: 204, 207-208 (3) 

Violin: 206 (z) 


Total number: 209 
[oe 4 
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Non-ceremonial songs or doine (Class C).—Known in Maramures and 
in the county of Bihor as Hore (s.: Hora) these songs of no definite oc- 
casion are sung by young and old of both sexes. Here also, two types can 
be distinguished: 

Subclass I: the Hora lunga; 

Subclass II: the newer Hora songs. 

Dance melodies (Class D).—Most of these pieces are purely instru- 
mental and are played by professional musicians accompanying the 
dance. There are two kinds: 

Subclass I: Dance melodies in free form, which consist of varied repe- 
titions of one or several two-measure motives; 
Subclass II: Dance melodies in closed form.? 

Alphorn music (Class E).8 

The mourning songs (B, I, II) and the Hora lunga (C I) actually 
contain variants of single melodies only, so that no further classification 
was necessary in those cases. 

The Colinda melodies (A) and the newer Hora songs (C II) I arranged 
systematically in the following manner: 

(a) according to the number of melody lines,® in groups of two-, 
three-, and four-line melodies, and indicated by the punctulated Arabic 
numerals 1., 2., 3.; 

(b) further subdivision of the groups thus obtained, according to the 
final tones of the melody lines. 

The procedure was this: Every melody was transposed so as to have 
in common the same final tone g! (see p. 43, below), in order to facilitate 
comparison. Next, I ordered the four-line melodies according to the final 
tone of their second melody line (that, is, according to the principal 
caesura) and, of course, in a sequence of ascending pitch. I then further 
subdivided the resultant groupings according to the final tone of their 
first melody line, and these subgroups again with respect to the third 
melody line. Finally, a classification based on increasing range was made. 
By these means!° most of the variants were brought side by side. In the 
event that variants, nevertheless, differed only in the endings of their 


7 There are no special tunes for wedding songs; the wedding texts are sung to some kind of 
newer Hora melody. 

8 [See the author’s discussion on pp. 30-31, below. A more detailed explanation of the instru- 
ment and its music—with particular reference to Maramures County—will be found in the 
Introduction to Vol. I, pp. 23—25.] 

9 A melody line is that portion of the melody which accompanies a corresponding text line. 

10 The classification system of Ilmari Krohn used in his work Suomen kansan sdvelmia 
(Jyvaskylassa, 1904). 
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first and third melody lines, they were not hereby separated. In such a 
case the classification of the groups of variants was determined either 
by the majority of melodies having a similar cadence, or, when they all 
were different, by those variants which seemed the best, and oldest, 
versions. Variants which differ in the second line-ending were invariably 
separated, but next to each stands a reference to the number of the other. 

In classifying the two-line melodies, naturally, only the final tone ot 
the first melody-line had to be considered; while in the three-line me- 
lodies, in the first group, the principal caesura (most of the time the 
final tone of the second line), in the second group, the final tone of the 
other caesura served. 

I used the same system with the mostly four-line instrumental me- 
lodies of Subclass D II (dance melodies in fixed form), in which each 
part of a melody line corresponds to the texted melodies. Since here the 
absolute pitch is not arbitrary, as in singing, but dependent on the 
nature of the instrument, I retained the pitch of the original performance 
for these melodies as well as for all the other instrumental music. 

Subclass D I (free dance forms) could be provisionally classified only 
on the basis of range. 


CHARACTERISTICS OF THE PRINGIPAL GROUPS 


As an introduction, a few words about the meter of Rumanian folk 
poems: 

There are no strophic forms. In by far the largest number of texts, 
the isometric lines consist of four trochees, with the principal caesura 
falling after the two-syllable pair: 


Such cases can be found, as exceptions, only among the Colinda melodies 
in the present volume. A trochee as used here does not signify a real 
metrical verse-foot, for these are unknown in Rumanian folk poetry ; 
trochee merely means a pair of syllables consisting of an accented and an 
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unaccented one.!1 The last (unaccented) syllable of the line of both types 
can be missing. In this event there occurs the following syllable ex- 
tension, extraordinarily characteristic of the folk singing of most Tran- 
sylvanian Rumanians: if the seven-syllable line ends with a closed 
syllable, the syllable maz, u, or d@ is added;12 if it ends with an open 
syllable, le or ve. Occasionally these extension syllables were even re- 
tained during the dictation of the text. On the other hand, open end- 
syllables in eight-syllable lines are slurred over, though almost exclusive- 
ly in melodies with Tempo giusto rhythm.13 This phenomenon is particu- 
larly frequent in the newer Hora melodies from Maramures (see below), 
for example: 

No. 4, line 2: manastir’ instead of mandstire 

No. 62a., line 2: caén’ instead of cane: 

No. 119a., line 4: facz (pronounced: fatch) instead of face (pronounced: 
fatche). : ; 

The relationship between melody and text varies with-the locality; 
more will be said about this in the description of the individual melody 


4 
groups. 
THE HORA LUNGA 


The most comprehensive group is Class C, the Hora songs. Subclass I 
(No. 23a.—m.) actually contains only the variants of a single melody: the 


11 Remarkably enough, the accented syllable of a word often functions also in reverse as an 
unaccented one: 


Nu / ” / 

No. 8: Ca nu-i| vre-me de dur | mit 
"” if ” Ud 

Ca-1 vre | mede’n po - do bit 
wu” / " / 

No. 4: Nu vazi, | mai- ca, ce vad | ey: 

u” , ” / 

Cru - cl ta mal ca de | brad 


No. 13c: Sede-mi se - de Mai-ca | Sfan-ta 


Also, one often hears the following kind of accentuation, especially in strigdturi (see p. 28): 
, ” / "” 


Cf. G. Weigand, Die Dialekte der Bukovina und Bessarabiens, Leipzig, 1904, p. 90. 
12 [In text No. 44: ba.] 
13 [This kind of syllabic truncation is sometimes done by Hungarian singers.—Z.K.] 
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so-called Hora lungd, the improvisational performance of which con- 
stantly fluctuates with the mood of the performers and their momentary 


inspiration. Its scale is: 


instead of b1p or 51, and instead of c? or c2#, there often occurs a tone of 
intermediate pitch. The d! appears only as a supporting upbeat! at the 
beginning of a phrase or as a phrase-ending downward glide from the 
true final tone g!, the e? only as an appoggiatura before d?. 

Structure.—The Hora lunga does not have a fixed form; it is entirely 
improvisatory. Nevertheless, in a quite general way three parts can be 
distinguished which alternate irregularly or recur: 

1. A sustained c? or d2 as a phrase opening: 


2. A richly ornamented middle section, whose outline is approxi- 
mately as follows: 


In place of the sustained c2 or d2 sometimes one finds a recitation on the 
same tone, extending at the most through eight syllables. 

The apportioning of the text to the melody takes place in an ex- 
tremely free manner. A variety of interjections are strewn before (het, $i, 
ca, zice, and so forth), after (even after eight-syllable lines, mdi, 
dainale, and so forth), or between the lines. Now and then even words 
are interrupted by such interpolations; in the second section, the vowel 
of a syllable may be transformed into a drawn-out 4, 7, or uw, and upon 
these a sobbing sound formed by the repeated interception of h (hd, ha, 
ha).1° Strikingly characteristic of the second sections are the rhythmical 


14 These upbeats are sung with weaker sound, ‘“‘whispered’’, so to speak, for which reason we 
intend to refer to them as ‘‘whisper upbeats’’. 

15 [In other words, emphatic rendition of syllables. Cf. the author’s discussion of this 
performance peculiarity in his book Serbo-Croatian Folk Songs (New York, Columbia Univ. 
Press, 1951), p. 78.] 
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repetitions of a “clucking” appogiatura, mostly with an often-repeated 


motive, as: 


which is virtually impossible for foreigners to imitate. I was not able to 
ascertain how these sounds are produced. It should be remarked that 
these clucking sounds are absent entirely from male performance tech- 
nique. Perhaps the male throat is not adapted to such effects.16 

The entire Hora lungé melody is of an instrumental character; perhaps 
its origin is to be sought in some kind of instrumental music. 

It is especially significant for the Hora lunga that it is always sung by 
only one person, never by several simultaneously. Several women of an 
Ugocsa village made the attempt at my request ; but they had to confess, 
after much vain effort, that it was impossible for them. To be sure, I even 
heard exactly the opposite asserted in Maramures, although the above 
observation becomes all the more convincing in view of the fact that 
even in Maramures itself I never heard this song sung by more than one 
person at a time. The Hora lungd, therefore, seems to be exclusively a 
solo song. The previously explained improvisational aspects must be 
taken into account in seeking a reason for this fact. 

In older times, the Hora lungaé was indubitably the only melody used 
in Maramures, for lyric and epic texts. This hypothesis is fortified by the 
fact that in the Ugocsa Rumanian musical dialect, neighboring upon and 
closely related to that of Maramures, though entirely free of contact with 
it, practically speaking only this single Hora melody is known up to the 
present day, in contrast to the more recent Hora melodies (Subclass C 
II) which are scarcely known at all. 

In any case,!” the Hora lungd is also known, outside of Maramures, 
and Ugocsa, in the neighboring counties to the south inhabited by 
Rumanians. 

The melody conforms closely to the melody of the Ukranian Dumy.18 
This was doubtlessly taken over from the Rumanian stock that had 
settled in Maramures.19 


16 [Cf. the author’s commentary in Serbo-Croatian Folk Songs (Ibid., p. 77) and in R.F.M. 
II, p. 34.] 

17 [The use of this expression (jedenfalls) is questionable.—Z.K.] 

18 See Ph. Kolessa, Phonographierte Melodien der unkrainischen rezitierenden Gesdnge 
(‘‘Dumy’’) in Vols. XITI (1910) and XIV (1913) of the ‘‘Beitrage zur Ukrainischen Ethnologie,” 
Lemberg. 

19 [From the Ukrainians? When ?—Z.K.] 
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THE NEWER HORA SONGS 


The group of newer Hora songs (C II: Nos. 24-135) is very rich in 
melodies. Today, the Rumanians of Maramures sing most of their lyric 
and epic texts to these melodies, whereas the Hora lunga, by contrast, 
is heard less and less, although here and there it is even still sung by the 
younger people. It is certain that the former are of more recent origin. 
The exact time of origin cannot be fixed, but in any event they were 
already generally distributed 50-60 years ago. (As remarked above, they 
have only now infiltrated into the Ugocsa region.) 

They are of fixed form. Most of them consist of four melody lines; the 
three-line examples are much rarer. The two-line versions are really only 
part of four-line melodies, one or the other half of which exists also as an 
independent entity. 

Rhythm.—The basic rhythmic formula of the melody line is: 


4 ddr | dre? 


however, this rhythm is often transformed into the combination, charac- 
teristic of the more recent Hungarian folk music, of Jj and fF ).. The 
possible combinations are: 


LA ORAApPOR AAs 


3 or fy. is very rarely replaced by JJ. (The fourth combination is 
consistently avoided by the Hungarians).2° In the more recent Hunga- 
rian folk melodies the choice among these combinations is governed by 
the text,?! since they are directly coordinated with the relationships 
between the positions or natural lengths of the syllables. By contrast, in 
the Rumanian folk songs, this connectiqn between the meter of the text 
syllables and the rhythm of the melody vanishes, since prosody is not to 
be found in the folk poetry.22 Accordingly, these combinations remain 
constant with the individual singers. A certain striving for variety 
makes itself apparent in the choice of rhythms; only infrequently do all 
eight bars of a melody adopt the same combination. The rhythms illus- 
trated above sometimes slacken into triplets ‘1? and } , or to an inter- 
mediate form, impossible to represent in our notation. I notate these 

20 [From Rumania? We cannot say that the combination is lacking in the Hungarian 
material; there are some examples.—Z.K.] 


21 [Not always.—Z.K.] 
22 [May be somewhere else? No metrical versification.—Z.K.] 
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“in-between” beats either as dotted or triplet rhythm, depending on 
which they more nearly approximate: If a melody exhibits slackened 
rhythm throughout, I notate it as either 6/8 or 6/4 time. Not infrequently 
the quick and slack rhythms alternate within the same melody. 

Tempo.—The tempo varies within broad limits. Some singers sing at 
the rate of two syllables per M. M. 80, others at M. M. 40, that is, exactly 
half as fast. This led me to impose a definite boundary for the choice of 
note values: 

I transcribe as quarter notes groups of tones which lie over two sylla- 
bles and which are taken at M. M. 50 or a still faster tempo (thus a 2/4 
measure for every four syllables); groups of tones taken at a tempo 
slower than M. M. 50 are written as half-notes (thus, a 2/2 measure for 
every four syllables). 

Meter.—In several of the songs, an occasional line (mostly the third 
and fourth) is augmented by three.extra syllables; this extension is al- 
ways sung to the rhythm J. ), (or, correspondingly, }J. $3). This type 
of line structure can be definitely ascribed to the influence of the later 
Hungarian folk music; in which eleven-syllable lines with similar rhythm 
occur frequently, even to the saturation point. Since there are no eleven- 
syllable lines in the Rumanian folk texts, the lacking portion of the 
text has to be compensated for by ¢vat lat lat or other similar refrain 
syllables. 

Quite unique among the Rumanian folk melodies is No. 82: it has 
doubled melody lines (of-sixteen or fourteen syllables each). In a few 
melodies the third line is doubled (for example Nos. 37, 49, 110, 134). 
Both the third and fourth line are doubled in No. 103b.c.28 

Structure.—Of first importance in determining the melodic structure 
are the final tones of the melody lines. 

The following tables furnish a general picture; in their construction, 
only the four-line melodies—the state of most of these being, beyond any 
doubt, free from contamination—were taken into account. Table 4 shows 
the frequency of occurrence of individual pitches at the end of the 
melody lines, as determined from an examination of 138 melodies (in- 
cluding variants) : 


23 [The third line of Nos. 110, 134a., and some others, represents a rhythmical dismember- 
ment. In fact, the diminution of note values (eighths into sixteenths) is a characteristic of the 
third line in certain gypsy pieces.—Z.K.] 
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TABLE 4 


Number of Final Tones 


Pitch 
18st Melody Line | 224 Melody Line* | 3t4 Melody Line 
ee ee 
di 3 1 6 
el —_ 1 1 
fi: 3 11 18 
gi 32 64 31 
ai @ 6 2 
blh 21 22 24 
bl 8 — 12 
c2 Zi 10 18 
a? 19 22 15 
re af 1 5 
g2 11 oe 6 


* Principal caesura 


Table 5 indicates the more frequently occurring combinations of the 
first three final tones: 


TABLE 5 
Pitch of Final Tones No. of Cases 
with | without 
1st Melody Line | 224 Melody Line | 34 Melody Line Variants 

1 gl 1 i 20 
b1p (b1) gi ~ bth (61) 3 10 
c gi c 3 5 
bl bl bt 4 6 
g2 c2 cl 3 ~ (3) 
ce a2 fi 4 6 


Typical, therefore, are melodies whose principal caesura (the final 
tone of the second line) falls on g! (Nos. 49-88), especially those 
whose first and third lines end with g! (Nos. 52-62) or b4p (or 61) (Nos. 
72-74). 

I have already remarked in describing the rhythm that we are dealing 
here, to all appearances, with foreign, Hungarian influence (transmitted 
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through Slavic intermediaries ?).24 The great diversity of cadence struc- 
ture of the songs also points to foreign influence, which, moreover, was 
actually to be confirmed directly with respect to more than one melody. 
(I have called attention to each of these instances separately in the 
Notes to the Melodies, pp. 186 ff.). Unfortunately, the possibility of a 
more thorough comparison was not open to me, since there has not 
appeared to date either a collection of Hungarian or Ruthenian (under 
Hungarian dominion) melodies. There are, of course, many Czech, Slo- 
vakian, and Moravian publications; however, they do not use the me- 
lodies as a basis for classification, and this makes systematic comparison 
exceedingly difficult. 

It should be pointed out in this connection that, in general, one cannot 
speak of a simple, direct transference; rather, the transfer is accompanied 
by certain mutations, by “‘“Rumanianizations.”’ The process is similar to 
the one which, as comparative linguistics has proved, governs the bor- 
rowing of words by one language from another, so that from a compre- 
hensive, scientific comparison very interesting conclusions could be 
drawn about the musital psyche of the folk—in this case, the Rumanians. 
At any rate, even at this point we can establish unequivocally that the 
typical Maramures melodies cited above with g! as the principal caesura 
are not known among the neighboring peoples, so that their origin re- 
mains an open question for the time being. Until an answer is found we 
are obliged to regard them as the original possessions of the Rumanians 
of Maramures. : 

The second step in the analysis of structure consists in comparing the 
four segments of the melody for differences in content (Table 6). Here 
also, extreme multiplicity is the rule, which can likewise be attributed 
to various foreign influences. 

We designate the melody lines of differing contents by A, B, C, D. Ax 
means a melody line which deviates from A not in content, but only at 
the cadence. Bg indicates that the second part of B is like the second part 
of A. As refers to A transposed upwards a fifth: 


24 Note that a similar process is also taking place in the case of the Slovakians and the 
(Hungarian) Ruthenians: the new Hungarian folk melodies are well on the way towards 
replacing the old Slovakian and Ruthenian song treasury, just as they have already almost 
entirely supplanted the primitive melodies of the Hungarians. 

On this point, see my article ‘‘Die Melodien der madjarischen Soldatenlieder’’, in Program- 
buch zum Historischen Konzert am 12, Janner 1918 (Universal Edition), Vienna, 1918. [In 
English translation in Béla Barték Essays (op. cit.).] 
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TABLE 6 

Pattern Content- No. of 

No. structure Melody Numbers Cases 
1 A Ax Ap5 Axs 48, 70, 87, 114-117, 125, 128 9 
2 AB A5 Bs AD NOS Zine 24a) 5 
3 AAB A5 130 1 
4 A Axk5 Ak B 99 1 
is) A Ar B Ax 120 1 
6 A Ax Ba Bak SANS 9N GO. 7S 4 
7 AABB 52, 56 2 
8 AAB Br 37, 39, 40, 49, 63, 65, 67, 94, 96-98, 100, 101, 14 

112 
9 AA, BB 68 1 
10 A Ay B By TAlTisy Fhe tee SON SNORE SNiWee shen 8 
11 AB By Ax 93 1 
12 AB BgB 55, 61, 69, 78 4 
13 ABB, B THRBO OZ 3 
14 ADB Gab BB BYR we, CP) WEE ES 80, 7 
15 ABCB 79 1 
16 NA BEC 50, 51, 64, 66, 109, 111 7 
eZ, DAT BIG 106 1 
18 INE) EL 43 1 
19 KC Gz 46, 47, 86, 108 4 
20 ABCD 38, 41, 44, 45, 81, 84, 85, 89, 91, 92, 103, 107, 22 
113% U1OMI22" 1235 1265 1272135 


Patterns 6-10 and 12-16 embrace almost exclusively, or at least to a 
preponderant degree, the typical melodies Nos. 49-88. Patterns 6-10 
and 14 exhibit the most typical structure; the former subdivide into two 
different four-measure periods: A + A or A+ Ax and B + B or B + Bx. 
In the melodies of group 12, the first four-measure period A + B is 
repeated with change occurring only in the first measure (Ba + B). These 
typical structures are the very ones which are not only totally absent from 
the melodies of the neighboring peoples, but also from those of the other 
Rumanian inhabitants of Hungary.25 Most frequent of allis pattern 20, 
in which all the melody lines differ from one another (A BC D); never- 
theless, it cannot be taken as typical, partly because precisely this form 
shows up very often in the older Hungarian, Slovakian, and Ruthenian 
folk music, and partly because the principal caesura on gl (Nos. 49-88) 
is missing altogether from this group. And in actuality this particular 


25 [A A B B content-structure stems from non-Hungarian peoples.—Z.K. Cf. also B. Bartok, 
Hungarian Folk Music (London, Oxford Univ. Press, 1931), pp. 22-23.] 
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group contains the greatest number of melodies Thigh are demonstrably 
of foreign origin. 

Finally, we have still to consider patterns 1 and 2, in which the first 
pair of melody lines is repeated but transposed a fifth upward. This 
form is also very commonly found in the older Hungarian and Slovakian 
folk songs. 

Performance practice and ornamentation—As in all other surveyed 
areas of Rumania, in Maramures also, in every kind of texted song, one 
finds the above-mentioned (see p. 10, fn. 14) ““whisper-upbeat”’: extremely 
short tones, sung sotto voce, which support the opening of a melody or 
the phrases with which the melody lines begin. They start mostly a fifth 
below the first note of the melody and are whispered upon m, 7%, oc- 
casionally on @, cd. This peculiarity is one of the most characteristic 
traits of the folk singing of the Rumanians.26 

Melismata occur in profusion. They consist of either a clearly prominent 
principal note with a surrounding group of tones sung at half-voice—and 
therefore designated by small notes (cf. p. 41) or a group of tones of 
equal weight. These are also other, less significant embellishments: 
mordents, inverted mordents, neighboring tones, and passing tones. 

Particular attention must be given to the portamento, so very charac- 
teristic for this region. In its performance, the voice does not slide from 
one definite to another equally definite pitch; often either the beginning 
or ending of the glissando or, indeed, sometimes both of these tones are 
of indefinite pitch. (The duration then corresponds to the given note 
value. See the Explanation of Signs Used in the Music Notations, p. 41. 
This sliding as well as the clucking sounds of the Hora lungd can 
only be imagined with difficulty, no matter how precisely one might 
intend to symbolize it. Whosoever desires to know the melodies in their 
true and proper manner of performance must hear them sung by the 
singers or, at the very least, on the phonograph recording.?? 

Quite frequently the end of the melody (or melody line) sinks down- 

26 It is also to be found, however, in the performance of the old Hungarian melodies (es- 
pecially those of the Székely) and of the old Slovakian folk songs. [Cf. Barték, Hungarian Folk 
Music (op. cit.), pp. 13-14. Structurally unessential upbeats are to be found also in Serbo- 
Croatian folk songs, as stated by the author in his Serbo-Croatian Folk Songs (op. cit.), p. 80. 
See, too, the author’s commentary on “‘pseudo-upbeats”’ in R.F,M. II, p. 32.] 

27 People who have had higher education, even if they are of peasant extraction, lose the 
traits which are so characteristic of folk singing. It is of utmost importance, therefore, that the 
researcher collect his material exclusively from peasant folk and, whenever possible, from 
illiterates who have not yet been in contact with educated society and who have journeyed 


away from their native villages only on rare occasions and but for brief periods. For these 
reasons women make the best sources for the collector. 
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ward by a fourth.28 Either one sings the penultimate syllable on the true 


—s 
—_ 
= = 


final tone and the last syllable a fourth below ¥# or one sings the last 


lata 


syllable on the final tone and slides from this tone to the fourth below 


berks .29 Tn other words, there exists a great inclination to transform the 


la-la 


authentic cadences of the melodies into plagal ones.89 This peculiarity 
hinders the extremely important process of determining the real, struc- 
turally significant—and not merely apparent!—final tones of the me- 
lodies or melody lines, which indeed constitute the sole guides to the 
classifying of the melodies. Doubtful cases are resolved through the 
comparison of variants and analogical forms (for example, No. 87b., line 
4; No. 92b., line 2; and so forth). 

The following case is mentioned as a typical and repeatedly occurring 
ornament: a phrase descending usually from c?, c2#, d2, or 2, f2#, g2 in 
3 or FJ. rhythm is often filled in, rather than by a simple stepwise 


progression through the passing tones, as CS and $2 , often in 
the following manner: carpe and ofan, This embellishment is es- 


pecially manifest in the typical melodies Nos. 49-88, so that we can 
regard it as a characteristic ornament of this area. 

Scale and range.—The following table represents an overall survey of 
the material: 


TABLE 7 
Scale Melody Numbers Ne 
Cases 
Group la 


37, 38, 49, 52, 53a.b.c.d.e., 54a.b., 56, “38 
57a.b., 58, 59, 60, 61, 62c., 69, 
73a.b.c.d.é., 76, 89, 90, 91, 92a.b.c., 118 


Group 1b 
eee 50, 66, 67, 70a.b., 74a.b., 80a.b., 88c., | 19 


114116) i719 be 1 20nI Zo sl sOnl3o2 


28 [Bagpipe reminiscence? Not, however, a typical bagpipe figure.—Z.K.] 
29 The clearest example is in the second and fourth lines of No. 91 (cf. the note to this 
melody on p. 189). 


80 This tendency can also be observed in other regions, but considerably less often. 
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(continued) 
Scale Melody Numbers pa 
Group 2a 
40, 41, 44-48, 62a.b., 63, 65, 68, 71, 56 
72a.b.c., 75, 78a.b., 79a.b., 80, 81, 82, 
83, 84, 95, 96a.b., 97a.b., 99, 100, 101, 
102a.b.c., 103a.b.c., 104, 105, 106, 107, 
108, 112, 113, 115, 122, 123, 126a.b.c., 
128, 131, 133 
o Group 2b 
[Sa ereeeeaas 77, 85, 86, 87a.b., 93, 94, 98, 121a.b., 13 
124, 125; 127 
Group 3 
hy cere eS 39, 43, 51, 64a.b., 109, 110a.b., 111, | 11 
134, 135 


The range in Group la extends mostly from d! to d? or e2. The principal 
steps are gl to d?. Within the framework of the group (not, however, 
within a given melody) 01 or c2# can replace 51 or c2 respectively. The 
scale based on b1)—c?# is frequent.3! It should be noted that the into- 
nation is not absolutely pure: often the third above the final tone sounds 
between b1) and 01, the fourth between c? and c2#, especially when the 
augmented second 61)—c2# occurs in the melody. 

The range in Group.1b extends mostly from g! to g?. The principal 
tones lie between c? and g? in one portion of the melodies. The scale, in 
this case, is the same as in Group 1a; the cadences in la, however, are 
authentic, in 1b often plagal. (Examples of the plagal cadence: 50, 66, 
67, and so forth.) 

The greater part of the typical melodies Nos. 49-88 belong to Group 
la or Ib. 

The range in Group 2a extends mostly from /! or g! to /? or g@; the 
principal tones are given by the anhemitone-pentatonic sequence g!, b1p, 
c2, d2, f2; the melodies touch a}, e2) or e?, and a? only rarely and then 
only as passing or neighboring tones. In spite of their vast number, the 
melodies of this kind cannot be held to be characteristic of this area, 
since they most certainly originated under the influence of the pen- 
tatonicism so typical of the old Hungarian and chiefly the old Székely 


31 [The (erroneously) so-called ‘‘Hungarian scale’’, considered by Western people to be a 
Hungarian structure.—Z.K.] 
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melodies.32 This pentatonicism is not present in either the older Slova- 
kian or in the Ruthenian folk song; neither is it to be found among the 
Hungarian population of Rumania, excepting in Maramures and Szat- 
mAar-Szilagy-Mezdség areas (cf. below, p. 0). 

We find the same range in Group 2a as in Group 2b. The former is 
distinguished from the latter in that a1 and e? (e%)) of Group 2a appear 
only as passing tones, whereas in Group 2b they also occur as principal 
tones: in place of the pentatonic scale a seven-tone Dorian or Aeolian 
scale is found. 

The range in Group 3 extends mostly from / to /?. The principal tones 
are the six steps between f! and d?. In the framework of the group a1) or 
b1b can alternate with a1 or 61, respectively. The scale based on a4p-01, 
in which a1p and 61 (as the b! and c2# in Group 1) are not purely intoned, 
is frequent. 

Particular attention should be given to the scale of No. 42, at first 


sight quite surprising: 


Inspection of the structure of this melody (4 B 45 Bs) shows that it 
actually consists of two conjunct, similar pentachords: 
ieee 
This explains the appearance of /! and /2# within the same melody.?3 
In general, the type of scale within the framework of the individual 
groups has no influence on the character of the melody. For as already 
explained, the intonation of the third and fourth above the fundamental 
tone (just as in the Hora lungd) does not always exactly correspond to 
the intonation of our equal semitone system. Furthermore, variants 
appear here with a large third (major), there with'a small one; now witha 
pure, then with an augmented fourth, changing according to singer and 
locality. Occasionally a step is missing and there arise (aside and differ- 
ent from those of Group 2) pentatonic or hexatonic scales. Examples of 
anhemitone-pentatonic scales: No. 39, 47b. (Chinese pentatonicism), 


114, 116, 117; of a semitone-pentatonic scale: 88c.; of a hexatonic scale: 
Nos, GOs61, 118565675: 


82 See Z. Kodaly, “Otfokti hangsor a magyar népzenében”’ (Pentatonic Scales in Hungarian 
Folk Music), Zenei Szemle (Temesvar), Vol. I, 1917. 

Les In No. 53 the alternation of f and f# has another explanation: the f in var. d is a remi- 
niscence of another melody (perhaps No. 59). 
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We can summarize the results of this comparison, undertaken from 
three points of view, as follows: 

The newer Hora melodies of the Maramures Rumanians are charac- 
terized by four-line strophes; by the fixed34 rhythmic combinations, 
independent of the text, of JJ and F) ; by g! as the chief caesura and g! 
or 61) (61) as the final tones of the first and third melody lines; by 
tones of the first and third melody lines; by content-structure as illus- 
trated in Patterns 6-10 and 12-16 of Table 6; and by the scales referred 
to in Groups la and 1b of Table 7. 

Relation between text and melody.—First of all I must call attention to 
a fact which will seem quite odd to readers who are accustomed to West- 
ern European folk music: the text and the melody do not, for the Mara- 
mures Rumanians, form an inseparable unity. Any chosen epic-lyric text 
can be conjoined to any chosen Hora melody, even songs of humor and 
ridicule (actually so-called “‘dance words’) are sung to these melodies 
(however, only exceptionally and probably only by mistake). This is also 
the case with the folk songs of other Rumanian areas.?5 There are a few 
newer melodies — stemming, however, from higher origins—which can be 
considered genuine exceptions in that they belong inseparably to their 
texts. (Such are Nos. 100 and 130 in the present volume.) 

The general and customary procedure with respect to the disposition 
of the text is this: a text line is repeated with the first and second melody 
lines; on the third and fourth melody lines, either a refrain of nonsense 
words, as - 

S-apoy daina $1 dajna 
St fara daina, dajna, 


or a new line of text is sung with repetition. Some melodies are as- 
sociated with definite longer or shorter refrains, which, to be sure, 
sometimes make sense, but nevertheless a sense which usually has no 
bearing on the principal text. In such a case at least, the refrain is bound 
to a particular melody (examples in Nos. 36, 50, 68, 85, 91, 92, 109, 13236). 

It is strange that the above-mentioned syllable extension, especially 
in the second and fourth lines, is often missing in Maramures. This 
omission in other neighborhoods is most certainly ascribable to urban 


34 [It is doubtful that these rhythms are actually fixed; in singing the peasants change the 
rhythm very often.—Z.K.] 

35 The eight-syllable texts, as well as the six-syllable Colinda texts, can also be interchanged 
with each other. 

36 [See the translator’s note to the text of this melody.] 
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influence, but not here, since it occurs as much among the majority of 
illiterates as among those who have been to school. 


THE COLINDA SONGS 

The number of Colindd melodies published herein (Class A, Nos. 1-19) 
is too small to permit a penetrating characterization. Also, the Colinda 
songs of the Rumanians exhibit far fewer local differences than do their 
Hora melodies. We shall postpone, therefore, a detailed examination of 
Colinda melodies, pending richer sources, and limit ourselves here to just 
a few outstanding features. The rhythm is mostly dance-like. Six-sylla- 
ble lines are rather frequent. Most of the texts have one of the refrains 
proper to this genre, which is bound to the melody. The principal text is 
mostly of biblical content relating to Christmas, but nevertheless Colinda 
melodies are also frequently sung with ballad texts. 


THE MOURNING SONGS 

The song of mourning for young people? (Subclass B I, No. 20a.—h.) 
comprises two melody lines. Actually these merely consist of a recitation 
on the tones c?# (d2), b1p and g1, which ceases at the endings of the lines. 
The final tone of the first line is 64). 

The songs of mourning for old people38 (Subclass B II, Nos. 21-23) 
are made up of four melody lines. Slow tempo (Andante) ; here and there 
strongly embellished, parlando. Final tone of the first and third lines: a1; 
the second and fourth lines: g1. Content-structure: A Ay Az Aix; in the 
first quarter only A; is different from A. Scale: 


SSF 


Every text line is repeated; there is no tefrain. Concerning No. 22, see 
the note to this melody, p. 186. 


THE DANCE MELODIES 

The dance melodies (Class D, Nos. 136-192) are played, as remarked 
above, by professional musicians (mostly gypsies) at weddings and social 
dances. The participants shout so-called “dance-words’’ (strigdturi) to 
the music, or sing these words along with the instrumental melody, 
which becomes so simplified in the process that its musical skeleton or 
even the original, unembellished form stands clearly forth. 


37 [That is, unmarried people.] 
38 [That is, married people.] 


[ 22 | 


Introduction to Part One 


The following list presents a description of the various dance 
genres. 

1. Joc fectoresc (Joc barbatesc): boys’ (men’s) dance; a round dance. As 
the name suggests, danced only by men, and indeed without special 
eccasioning. The participants clasp each other’s hands and form a circle. 
The Sunday dance begins with one of these. Very lively tempo. (M. 
M. J = 180-170.) 

2. Invartita (or Invartiturd): revolving circle (sometimes tropotitd: 
stamper). Danced in twos, by a boy and girl couple, with stamping 
revolution. No special occasion. At social entertainments, usually follows 
the previously cited dance. Usually extremely lively tempo (M. M. J = 
200-180.) 

3. Batuta din palm: clapping together of the hands; or de bdut: while 
drinking. Although these melodies are neither called dances, nor are they 
danced to, they belong nevertheless in this category because of their 
pronounced dance character. The appointed musician plays them during 
the meal, while the guests call out “‘dance-words” and give the beat by 
handclapping. Thtis there is even rhythmical body motion in accom- 
paniment to the melody, so to speak, as an atrophied choreographic 
element; in any case, sufficient grounds for numbering these among the 
dances. Tempo around M. M. J = 150. 

4. Jocul nepoatelor: dance of the granddaughters; or Jocul babelor: 
dance of the old women; or Jocul lui Vili: a round dance (Nos. 168, 180, 
182). On any day during Shrovetide the village midwife throws a party 
to which she invites her clientele of the year. This dance is done only at 
this affair and danced exclusively by women. I was unable to uncover 
anything further about the origin of the appellation “‘Jocul lus Vilr’’. 
Tempo about M. M. J = 200. 

5. Jocul drustelor: dance of the bridesmaids (No. 175). Danced by the 
bride and her bridesmaids upon the wall-bench, when the bridegroom 
(during the night) fetches the bride. 

6. Jocul ursulut: bear dance (Nos. 157, 167, 171). Solo dance of boys; 
no special occasion. Tempo varies considerably with locality. 

7. Joc ardelenesc (Ardeleneste) (Nos. 166, 169, 185, 192). Danced 
by a pair of men facing each other. Tempo is that of the Ardeleana 
(M. M. J = 100-108) whichis very widespread among the Transylvanian 
Rumanians and which the village musicians often interchange with this 
dance. In the area I investigated, it is less well known than the other 


types. 
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8. Badrsdneasca (No. 170): a dance from the region of the Birsa (Bér- 
casdg).39 

According to the musical structure we divide the dance melodies into 
two large subclasses: those having free form and those with closed form. 

Dance melodies in free form (D I: Nos. 136-163) are made up of 
motives of one or several measures which are repeated without inter- 
ruption and which are without fixed form or ending. In this class belong 
types 1., 2.,3., and, as an exceptional instance, one Jocul ursulu. They 
are played on the violin or the shepherd’s flute, but with rare exceptions 
sound like imitations of the bagpipe. Probably in earlier times the bag- 
pipe was the only instrument used for dances. However, it ceased to be 
used in this area twenty or thirty years ago. The scale of these melodies 


| prereset 


(in a few, g instead of g#, f instead of {#). Typical is the interval between 
a1 and d?, apparently borrowed from the bagpipe, which is filled in very 
rarely by passing tones, occasionally with c2# as a neighboring tone to d?, 
but never by principal melodic tones. The melodies themselves actually 
consist solely of the tones from d? to c3; the a! enters only as an auxiliary 


tone to d?, mostly in the form: bite This a1 is nothing more than a 


reminiscence of the higher drone of the bagpipe, while the remaining 
tones correspond to the tones of the chanter or melody pipe of the bag- 
pipe.4° Doubtlessly this was also the scale of the bagpipe which has by 
now disappeared from Maramures. If we analyze the intervals of this 
scale, we find that the tones from d? to c8 correspond approximately to 
the eighth through the fourteenth tones of the natural overtone series. 
(Cf. p. 32 and Nos. 23i., 141d., 152.) 

The Invértita, Joc fecioresc, and De bdut dance melodies which belong 
to this subclass are distinguished one from the other only in terms of 
tempo, not in musical character. Also they are, for this reason, not 
grouped according to the dance form they represent; rather, melodies 
having motives which are similar or closely allied are juxtaposed. 


88 [Bartok uses the German name “‘Burzenland’’. The Rumanian name of this region, which 
is in S.E. Transylvania, mostly in the district of Brasov, is Tara Birsei. The Birsa is a tributary 
of the Olt river. The name means, literally, ‘‘the land of the Birsa’’.—T.N.] 

40 Curiously enough, the given example also corresponds rhythmically to the common 
bagpipe melodies. [Bagpipe element: sixfold repetition in No. 139a., No. 147b., No. 148, and 
so forth.—Z.K.] 
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In general, the melodies are preceded by an upbeat (indicated in the 
music by «), sometimes only by a long sustained tone, the upper fifth, 
less frequently the fundamental tone. Then follows the reiterated and 
more or less varied two-measure motive. Often this motive alternates 
with a second, or even a third motive, although the various motives do 
not stand in any organic relationship with one another. (The motives are 
designated by Arabic numerals in the music.) In isolated melodies a pair 
of motives form a four-measure period. 

A two-measure motive forms a melody line. The rhythm is similar to 
that in dance melodies with closed form (see below). Since these melodies 
lack a true cadence, the musicians ordinarily append a brief cadential 
formula (designated by a). 

Since at the present time there does not exist a practical system on 
which to base a more detailed classification of such melodies exhibiting 
no fixed form, they have been arranged in order of increasing range.41 In 
this connection, the drone tone a1, which does not properly belong to the 
melody, was omitted from consideration. 

The aboriginal aspect of these melodies derives not only from their 
primitive character, but also from the fact that this kind of dance music 
is only encountered in the nearly virgin, extremely primitive Ugocsa- 
Avas territory. 

Dance melodies in closed form (D II: Nos. 164-192) are almost all 
four-line examples. Almost every kind of dance can be counted among 
them. The difference between types 1., 2., and 3. here also is merely one 
of tempo; thus it happened that one and the same dance was played for 
me in one village, more rapidly, as [nvdritd, and in another, at a some- 
what slower pace, as Joc fecioresc. The other dance types are more 
sharply distinguished. Nevertheless, we have classified them not by 
their dance aspects, but according to the final tones of the melody lines. 

Rhythm.—The rhythm of the melody line recalls the formula: 


4 dee? | oFF? | 


with which we are already familiar from the melodies with text (cf. p. 00). 
Four double lines are not rare. (Whereas in the texted melodies only one 
of these occurs: No. 82.) The rhythmic pattern of the double line is: 


41 [See, however, Appendix I (pp. 591-601; description on pp. 50-51) in Vol. I of Rumanian 
Folk Music. Here the motifs of Class B melodies (pieces without determined structure), in 
quasi-skeleton form, are grouped as follows: (1.) two-bar motifs; (2.) four-bar motifs; (3.) four- 
bar motifs with ‘‘shifted’’ rhythm (that is, in which beats 5-7 repeat beats 2-4); and (4.) motifs 
of three, five, and six bars.] 
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4 fee ley rei] and Cfe? | oP? | 


This pattern appears unequivocally in the melodies, which I even 
managed to hear in sung versions with text: they clearly evince this 
rhythmic form. Such double-line melodies are nonetheless seldom per- 
formed with singing. Since instrumental performance is more mobile, the 
simple eighth-note motion naturally seems to be richly ornamented: 
resolves most often into Jj by means of passing or neighboring tones, 
less oftento FR; JJis replaced by Jj., very rarely FJ., occasionally J; 
ddd is found also, in place of J p. 

Often, 2/8, 3/8 and 3/4 measures are capriciously strewn about in an 
otherwise consistently 2/4 melody. Such improvised prolongations or 
abbreviations have, however, no influence at all upon the rhythmic 
character of the dance.*2 

Structure.—Table 8 gives the final tones of the melody lines, Table 9 
their internal differences.*8 


TABLE 8 
Principal No. of 
Ce Melody Numbers (Cases 
fh Woeilene.5 iets 4 
gi 166, 167a.b.-172, 173a.—j., 174a.-e., 175, 176, 177a.—d., 35 
178a., 179, 180a.—d. 
bl 181 1 
c2 L82arbe eS 3 
2 184a.b., 185, 186, 187a.b. 6 
TABLE 9 
No. | Content-structure Melody Numbers No. of Cases 
1 A Ax A5 Ab5k 178 1 
2 AB As Bs 164 Al 
3 AB As BE 183 1 
4 AAB Bx, 168, 182, 185-187 5 
5 A Ay B By 166, 169, 171-176, 180, 181, 184 it 
6 A A5 B Bx 165 1 
7 ABB,B 179 1 
8 AGB IGE 17Z 1 
9 AA, BC 170 1 
10 ABBC 167 1 


bs ss ae more explanation. Bulgarian dances have rhythms exactly fitted with the dance,— 


43 Only the four-line melodies Nos. 164-187 are taken into consideration here. 
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Scales.—Table 10 can be regarded only as a tentative attempt to 
survey the scales and range of these melodies, since these particular 
tunes exhibit strong variation even in one and the same individual case. 
The arrangement of Tables 8-10 corresponds to that of Tables 4-7. 


TABLE 10 
Scale | Melody Numbers pee 
| Cases 
Group la 
167a.b. 1 
Group 1b 


166, 168, 169, 172, 173a.-i., 174a.b., 175, | 22 
176, 178-180, 184, 186 


Group 2a , 
N64b.c. 170% U7 L7Zanb: 4 6 


Group 2b 
5 ae 164a.d., 174c.d.e., 177c.d., 181, 185, 187 | 10 
panes om 
182, 183 2 


The scale of No. 165: tae consists of two conjunct penta- 


chords of identical intervallic pattern, as in No. 42 among the melodies 
with text (cf. p. 20). 

As is evident from the Tables, most of the four-line dance melodies 
have the principal caesura on g!, the structure A Ay B Bg Or AA B By and 
the scales given under 1b and 2b. 

These characteristics also apply to the Avdeleana-type dance melodies 
from the other Rumanian neighborhoods in Transylvania, so that this 
group can with every reason be regarded as a borrowed repertoire. Now, 
since the newer Hora melodies with text, typical of Maramures, are 
similarly characterized, it might be inferred that they were also formed 
under the influence of the borrowed dance melodies.44 This conclusion, 
however, must remain hypothetical, as long as we are unfamiliar with 
the song treasury of Bukovina and Moldau. 

Occasion and manner of performance.—As noted above (p. 22), the 
dance melodies are played as accompaniment to dancing. The profession- 


44 See the author’s discussion on pp. 12-16 
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al musicians play the melodies more or less richly embellished. The 
dancers—chiefly the men—speak or cry out, to the basic rhythm, short 
two- to four-line so-called ‘‘dance-words”’ (strigdturi, Nos. 163a.b.d.). 
Or, they sing the words to the unembellished eighth-note motion of the 
melody (as in the melodies with free form, Nos. 143b:, 158; 1594.,.16004- 
and in the four-line melodies Nos. 164a.b.c., 177a.b., 178c.d.e., 179). The 
latter method almost never occurs with the double-line dance melodies 
in Maramures. On the other hand, only dance melodies in free form and 
only sung ‘“‘dance-words”’ are known to the Ugocsa-Avas area, which, to 
be sure, is related to Maramures, but whose music, in many ways, is more 
untouched by time and freer of external influences. 

It proved impossible to distinguish sharply between the four-line 
dance melodies with sung text and the newer Hora melodies. The im- 
possibly vague accounts given by the singers cannot be considered de- 
cisive; the kind of text is equally useless for this purpose, for although 
the dance melodies which are sung are exclusively those with stvigatura 
texts, I have nevertheless heard such texts, along with other lyrical-epic 
texts, sung to melodies which had been definitely ascertained to be of 
the newer Hora type. Nor can the difference be determined on the basis 
of final tones, structure, scale, or range. Only with respect to rhythm 
can one safely generalize that the dance melodies with sung text tend to 
move preferably in equal eighth-notes, whereas the newer Hora melodies 
tend towards dotted rhythms [9 F].. Yet even here the borderline 
is somewhat obscure (see, for example, No. 31 among others). Since 
the newer Hova melodies are also to be found in dance rhythms, 
exactly like the dance melodies, they can, here and there, be readily 
interchanged. 

Instrumental performance of the dante music presents, at the present 
time, a sad picture: with the obsolescence of the bagpipes the dance 
music has unfortunately fallen into the hands of the gypsies. The gypsy, 
however, plays now for the dances of the peasants, and now for the 
gentlemen; he intrudes his own inconstant temperament everywhere, 
imports all kinds of foreign music, fuses all these elements, adorning 
them with flourishes learned from cultivated West European society and 
plays, finally, dance music in which even the connoisseur of folk music 
finds it difficult to untangle the strands.45 There are praiseworthy ex- 


45 [Here, in the margin of the corrected published copy, Barték adds (in pencil) the Hunga- 
rian word adat? (= data?). There is also an indication that Kodaly questions the use of the 
description ‘‘cultivated society.’’] 
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ceptions, as, for example, the gypsy form Oncesti,46 who played, rela- 
tively, considerably less like a gypsy than his contemporaries. In classi- 
fying the dance melodies I ignored the gypsy distortions and inter- 
polations (see the remarks on pp. 42-43). Inaddition the scale formation of 
the gypsies wavers perpetually. They alter, from one measure to the 
next, major and minor thirds and other intervals quite arbitrarily. The 
hallmark of the “‘gypsy” performance however is a curious rubato de- 
parture of the melody from the fixed dance rhythm: the individual 
measures retain, in fact, precisely their equal lengths; separate parts ot a 
single measure, however, are shortened, and the remaining parts ex- 
tended by the same amount. Thus, one frequently hears something in 
between 2) JJ and 4 ede >in fidJ fia2 the first sixteenths are somewhat 
longer, the last correspondingly shorter, or, conversely, the transformation 
proceeds gradually by degrees. A most extremely rhythmic performance 
with irrational note values within equal measures qualifies, ‘therefore, 
what we mean by the words “‘gypsy-like.’”’4” The kind and degree of 
divergence from the, rational bestows the impression of improvisation, 
and more generally, of distortion: in actual fact one finds “‘gypsy-like’”’ 
performances among peasants only where contagion from gypsies is 
demonstrable.48 

I obtained many less distorted dance melodies from the players of the 
shepherd’s flute; however, in these cases they depart quite radically at 
times from the customary tempo. 

With the mention of the shepherd’s flute we are ready for a new 
chapter. 


INSTRUMENTS 


1. For the dance, the gypsy plays on the ordinary European violin 
(called ceteva in Maramures); a second accompanies him on 
2. The ordinary guitar (strung, however, with only two strings and 


tuned to the fifth dp—-ao) in the ostinato rhythm: rg Seer: The ac- 
cented eighths are plucked (without plectrum) in one direction, the 


46 The gypsies from the Ugosca-Avas region preserve with astonishing purity the melodies 
inherited from the bagpipe. 

47 [That is, rubato in the old meaning (see Kaminski). Or, in other words, a strict accom- 
paniment with a ‘‘Chopin rubato’ in the melody only.—Z.K.] 

48 [Isn’t it everywhere ?—Z.K.] 
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unaccented in the opposite direction. This instrument is called zongora 49 


in many places; in others, cobza. It has ostensibly made its appearance 
only in recent times; now, however, it is played everywhere, accompa- 
nying the fiddle. 

3. The common shepherd’s flute, here called tricsa, elsewhere fluer,isa 
thin, wooden, notched flute, approximately 30-40 cm. long, with six 
fingerholes for the production of the diatonic scale, ordinarily with 
neutral third and seventh. On this instrument of the shepherds is played, 
by preference, the melody ‘‘of the lost sheep,” a sort of instrumental 
program music, and also the Hora lungd or other Hora melodies. Dance 
music is also played on the shepherd’s flute, not for dancing, however, 
but merely for the player’s own pleasure. 

4. The fluer lung is a notched flute like the above, but longer; at least 
doubled in length. 

5. The Tilincd cu dup is a thin, wooden, notched flute approximately 
80 cm. long, without any fingerholes (cf. No. 23i.). 

6. The Tilinca fava dup, like the previous instrument, is a long flute 
without fingerholes, but without notch. The function of the notch is 
replaced by a singular pursing of the lips, while the flute is held some- 
what obliquely (similar to the North African Gsba). On both types of 
Tilinca, only natural tones can be produced, since fingerholes are lacking. 
During the playing, the lower opening of the flute is stopped now and 
then for a moment with the index finger of the left hand, for a quite 
specific purpose. I was not able to ascertain what effect this closure has 
or which tones it affects, either anywhere in the field or from the phono- 
graph recordings. Supposedly, only the Hora lunga can be played on the 
two Tilincas. 

7. The alphorn (bucium) is a straight tree trunk about two meters long 
which has been sawed off according to length and hollowed out. After 
further adjustment it is firmly wrapped with tree bark along its entire 
length and is provided with a wooden mouthpiece. Recently, this wooden 
natural horn of the shepherds has gradually been replaced almost en- 
tirely by alphorns which are constructed by tinsmiths who rivet together 
tinplate tubing sections, making a conically expanding length of 20- 
25 cm. Attention should be called to the use of this instrument at burials: 
two or more appointed alphorn players play the lament dupa mortii 
(Nos. 193, 194, 197) during the burial procession, the melody of which, 
however, is not identical with the death songs. Besides this, other shep- 


49 From the Hungarian zongora = keyboard instrument. 
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herd melodies are also played on the alphorn (a olor, Nos. 195, 196, 201; 
cand merg oile la muntii, No. 198; and so forth).5° 

Unfortunately, on my field trip, I had great difficulty in finding an 
alphorn in good condition or a skilled player. For this reason this part 
of my collection (Nos. 193-205; cf. also 206-207) is somewhat spotty and 
the collected pieces not entirely reliable.51 

The instruments discussed up to this point are played exclusively by 
men.52 

8. The favorite instrument of the women is the so-called jew’s-harp 
(dramba, cf. No. 141d., 152). A strong iron wire is bent into a horseshoe 
(see the illustration: c—a—b) of about 35 mm. diameter, which extends 
into two almost touching parallel arms (d) about 20 mm. long. From the 
middle of the horseshoe (a) projects a freely movable steel tongue, be- 
tween the two arms and beyond them for 2-3 mm. ; its end, 17 mm. long, 
is bent at right angles to the main body. 


The instrument is played in the following manner: the horseshoe is 
held between the points of the index and middle fingers (at b) and the 
thumb (at c) of the left hand; the upper arm (d) is pressed along its 
whole length against the row of upper teeth, so that the free end of the 
steel tongue (e) stands outside. Between upper and lower teeth a gap is 
left, in which the steel tongue can freely vibrate. The oral cavity forms a 
resonating chamber. When a finger—usually the index finger—of the 
right hand plucks the end of the steel tongue (f) which is provided with 


50 The Ukrainians play similar melodies on their alphorns. Without doubt the Maramures 
Rumanians have adopted these melodies. Cf. Vladimir Suchevics, Huzulschtschina, Vol. III, 
pp. 100-102 (published as Vol. V of Matériaux ucraino-ruthénes, Lemberg, 1902). 

51 The alphorn players from Ugocsa-Avas are far more skilled, but they are able to play only 
one type of melody on their instruments. 

52 [The bucium is also played by women in Transylvanian Rumanian instrumental perfor- 
mance.—Z.K.] 


[ 31 ] 


Introduction to Part One 


a tiny hook, a rather full tone is sounded. The overtones of this funda- 
mental tone are strikingly reinforced, now this, now another, according 
to the positioning of the tongue and lips. Retracting the tongue and 
pressing the lips together fortifies a lower overtone; advancing the ton- 
gue and separating the lips brings out a higher one.®? The reinforced 
overtones form the melody, which is therefore restricted to the steps of 
the natural tone series. Against these, the fundamental tone sounds 
continuously as an organ point. 

During the playing, breathing is done through the mouth; the tone is 
made louder this way. 

Being as short as it is, the steel tongue vibrates after a single plucking 
for at best three to four seconds, during which time the prominent over- 
tones sound in a smoothly connected legato. During the vibration the 


tone or the legato group of tones can be interrupted by the alternation 
abab 


of the breath, for example: at (a) inhalation, at (b) exhalation. 


a a 
The overtone reinforced as a melody note is sometimes not quite pure; a 


few strong and some very feeble higher overtones may sound along with 
it. This very effect imparts to the jew’s-harp music its peculiarly hazy, 
buzzing sound. In order to give prominence to the deeper partials, the 
tongue has to be uncomfortably retracted. Also, the second to the sixth 
partials do not furnish a diatonic melody sequence. For this reason, 
generally only the partials from the sixth or seventh upwards are used: 


er 1 
The higher overtones occur less frequently, especially ———- Not all 
jew’s-harps are pitched alike; the fundamental usually lies between } 
and d. The Maramures Rumanians play agreeable dance tunes and other 
melodies on this instrument; preponderantly, though more primitively, 
those with smaller range. 

9. A description of the bagpipes (cimpoae* or [s.] cimpoiu) ought to 
be included here, although it has disappeared from use today in the 
Maramures area. Nevertheless its construction and performance tech- 
nique have significant after-effects on the dance melodies (see p. 24). 


53 Thus the technique is the same as when we produce a hissing whistle between the clenched 
teeth. 


°4 This term serves as the collective plural in the popular Transylvanian patois. 
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The illustration shows the chanter, or melody pipe, and the (higher) 
drone of a Hungarian bagpipe from the southern part of present-day Slo- 
vakia (which is inhabited by Hungarians), which is exactly like the Ru- 
manian instrument, except that the Rumanian ones generally have 
shorter pipes tuned about a fourth higher. Both pipes are made from a 
single piece of wood and provided with single reeds (B); thus they form 
a double clarinet (cdvaba). In addition the bagpipe has another, lower 


View from above 


A 
Lo / 


Sebi UMM 


Y ty 
yen 


drone (ddrioni). The drone (fundamental tone f!) is elongated by a 
detachable additional piece of pipe (A). Both pipes are regulated ac- 
cording to the pitch of the tuning holes (ghzzaile, 9, 10) which are partly 
closed with wax. The drone has a fingerhole for the little finger of the 
right hand, which, when open, raises its pitch to the fundamental of the 
melody pipe (b1y). The six fingerholes of the melody pipe provide the 
scale: (51), c?, d?, eb, f?, g?, 62. A narrow tuning hole (7) is bored through 
an extension opposite to the highest fingerhole (6), which lies on the 
underside of the pipe and is covered by the thumb of the left hand. This 
tuning hole, when open, raises the aforementioned scale by a semitone. 
Hungarian players generally do not make use of it, and therefore block 
it permanently with wax. Otherwise, it serves chiefly, along with the 
lowest fingerhole (1), to produce trills on c?-d’); a Rumanian player 


[ 33 ] 


Introduction to Part One 


from Hunyad therefore termed it lili. Especially characteristic of bag- 
pipe style are sharp, very short grace notes with 7? (fingerhole 6), for 


SP Sk i 


example: ee or grace notes before blp: 


resound with the melody in a very biting staccato, while the decorating 


eh 


tones blend with the drone :55 pf ad. 


MUSICAL DIALECTS 


A few words might be added here about the smaller local differences 
in melodic characteristics, the folk music dialects of those Rumanian 
areas which have thus far been scientifically investigated.*¢ 

The basis of division into dialect areas is the group of Hora or, as they 
are officially named, Doina melodies,*’ since this is the largest and most 
important group, and since it is most impregnated with distinctions 
based on region. The differences among the Colindad melodies of the 
individual areas are for one thing less clearly defined, and, for another, 
the borderlines of the dialect areas of the Colindaé melodies do not pre- 
cisely coincide with those for the Hova melodies. For the time being, 
moreover, what is known about the dance melodies does not form a 
picture clear enough to be decisive in such determinations. 

The material on Hora songs embraced in this volume represents the 
northern or Maramures Rumanian musical dialect, and specifically, the 
older style by the Hora lungd, the newer by the new Hora melodies. We 
have already established their characteristics in previous pages. The 
neighboring Rumanian community in Ugocsa county also belongs to 
this dialect group. 

The second and perhaps most important musical dialect among Ru- 
manians is the southern, the domain of which extends westward from 


55 An exact description of the bagpipe, along with music examples, appears in my large 
collection of Slovak folk music. [Slovenské l’udové piesne. Bratislava: Academia Scientiarum 
Slovaca, Vol. I (1959), pp. 64-66, 102. See, however, the even more comprehensive discussion 
in Vol. I of the present publication: pp. 19-23.] 

56 A part of the Bihor material has appeared in the studies in Rumanian ethnology published 
by the Academia Romana (see my Preface, p. 1 [and fn. 3]). In addition, some useful material 
can be found in both of the following collections: Pompiliu Parvescu, Hora din cartal, Ibid., i 
1908 (63 instrumental dance melodies); P. Ciorogariu, Caéntece din popor, Bucharest: Socec & 
Co., 1909 (60 melodies with text). 

5? That is, those with lyrical-epic texts; melodies sung without special occasioning. 
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the line running through the counties of Bihar [Bihor], Alsé-Fehér 
[Alba], and Hunyad [Hunedoara] (perhaps Szeben [Sibiu] also) to Arges. 

The southern dialect divides into three sub-dialects: the Bihar, the 
Banat, and the dialect with Phrygian cadence which dominates the 
remaining areas. The parlando style of performance is characteristic of 
all three; three-line melodies are typical of the Bihar dialect and four-line 
of Banat. The principal caesura of the melody is /1, the scale of the Bihar 


dialect and the one with Phrygian cadence is: beset in the Banat 


* * 


dialect: Serra (* indicates the principal tones). 


The third dialect area includes the county of Szatmar [Satmar] (proba- 
bly also Szilagy [Salaj]) and the Mezéség.58 This dialect most likely 
originated under the influence of the old Hungarian parlando folk me- 
lodies and for this reason might even be called the “‘dialect of Hungarian 
character.”’ ’ 

This latter again falls into two sub-dialects: the Mezéség and the 
Szatmar. They are,characterized by the parlando-rubato style of per- 
formance, the anhemitone- pentatonic scale introduced under 2a (p. 19, 
Table 7), and by 51 as the final tone of the principal caesura (thus, 
characteristics which agree with those of the old Székely melodies). 

Mention ought to be made here of the extraordinary disparity among 
the old and new Maramures and the southern dialects. It is as if we were 
confronted by the folk song literature of three entirely unrelated peoples, 
completely foreign to one another. This profound separation would be 
wholly inexplicable if it were not true beyond all doubt that the old 
Maramures style, the Hora lunga, was taken over from the Ukraine. For 
part of the Maramures music in the newer style also, if it is not a direct 
acquisition, we can certainly show foreign influence at work. At the 
present stage of research, therefore, the southern must be regarded as the 
only truly Rumanian folk song dialect.59 

It should be noted that the counties of Szilagy, Beszterce [Bistrita], 
Kis- and Nagykiikiilld [Tarnava Mare], Brassé [Brasov], Fogaras [Faga- 
ras], and Szeben, as well as all of former Rumania (with the exception of 
the Arges region®) and Bessarabia are still entirely unknown as far as 


58 [Undoubtedly the Campie (Mures, Somes, eastern Cluj and Turda, and Southern Satmar), 
a hilly country in central Transylvania. Cf. the author’s discussion in Vol. II, p. 18.] 

59 [The reader should refer to the author’s chapter on musical dialects in Vol. II (pp. 12-21) 
in which he divides his material according to five dialectal areas: (1) Bihor, (2) Hunedoara-Alba, 
(3) Banat, (4) Campie, and (5) Maramures.] 

60 [A region in the Old Kingdom of Rumania, just below Sibiu and Fagaras, to the south of 
the Carpathian range. ] 
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folk song research is concerned. So few comprehensive and well-organized 
collections of south Slavic material are available for use that, as yet, 
final conclusions cannot be drawn. 

Naturally, melodies from neighboring dialect areas are frequently 
freely appropriated. Thus, for example, the Maramures newer Hora 
melodies are also rather well known in the area of the Mezoség dialect— 
isolated examples even in the Székely district; conversely, several me- 
lodies from Szatmar (for example, Nos. 33, 103, and possibly 127) and 
Mezéség (No. 123) have found their way to Maramures. 


VARIANTS IN RUMANIAN PUBLISHED COLLECTIONS 


TABLE 11 


(Numbers preceding the colon represent Maramures 
music examples; variants are in italics) 


Bartok, Rumanian Folk Music 


Other 
Vol. I Vol. II Vol. LV. (Part 1) Material 
OSS 7275 ZO MOLO, 23s OTF GO? GO 7 ali 4Oe Orbe Ian 2 TO Oem oa Gtole 
LWZONAOST POT 579, 432 575301 Oud goCn| i100. O2102.09 102) LO O48 stamnene™ 


(Arit din Bthor, 257), 96: 


Loi 14573 e662 2r lie2o. 


Ge, We G6, WOME mwe22., 
407¢. (Ari din Bihor, 164, 
TA), WO2s Bit, NORE 2kzo), 


ROPER Te LG tance 


111: 549, 114: 550, 120: 
573, 132: 506, 133: 552, 
175: 475. 


PROVISORY LIST OF FOREIGN VARIANTS® 


TABLE 12 


(Numbers marked with * indicate further explanation will be 
found in the Notes to the Melodies) 


Mus. Ex. No. Variants in Other Materials63 
LL) eee Wg tun gatian variagit. 1| [3] 1, Angyal Bandi.64 
Toe a Glee toe PLU pe tvares 7 [5] [4.65 


61 [See Bibliography, below.] 


62 [See the discussion on p. xxvi concerning this and the preceding editorially-compiled 
tabulations. ] 


63 [Abbreviations used to designate publications in this table are described in the Bibli- 
ography (p. xxv—xxvii).] 


64 Probably incomplete: 8, 6, 8, 6, 3] [3] [?. 
85 Incomplete? a a5 a5 a? ine 
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(continued) 
Mus. Ex. No. Variants in Other Materials 

WTP Sue Be Gece oe Goal eh beaberaiale hanes 3] [1. 

WE 5 5g we oc 6 o & Lelnravey ((leqpilleonpnmey) syehe. 

2 ee ey CU AG OOK al abwotiVatemeli/oce)s 

22 ee re Ole ons OLieTn 

ie ae on nt ae Eaneeevaness | [4] [b3.87 

SO ne erlune. (Bul<ovame vata: 4 [ees 

S85 5 eo 6 5 go 6 Lehi Wehr, Gi Gur, S (HSagiale Isuloey, Jel, Woe 1270, Sia 
(= Dord., Nar. pev., 118/1), 333; Kuhaé, 1446. (‘“Tab. 
of Mat.’’, 1021a.b.c.). 

Oe eee Lunes autochthonous mvale: 1 [1] fie Hungarian Folk 
Music, 269. 

Some Ect ese) eee LLUNG PVars: 1] [4] (Nee 

ci ee ea we liuns (Bukovina)ivatart 

447 ine sn. Ss Elungevar: 

ADS see oe ee une van. sn boo. ’ 

AG eee 2 ue ee ce he vars: 7 [p3].78 : 

49 ....... ;, H.FM., 269. 

62 ee ee lune (as) ancdeoreienm (by )mvarss 

SS 5 5 5 5 6 oes Meliholee (WB He aca) var.: 53| [p3.78 

8 8 sg 6 oo 5 Jelinaten “CoeeMnouian) VLE 

Gove co. ) . . Ae etamoy<vare ol) fll ogy, aise S 

{OP <uees ee Sen vara 

[Zr mee eral tuneacvaticn: 5] [1] [b3 8, 1-8.78 

ES oe Ae gee ono Neieo tel Sale his Wake 

74 ...... . . Hung. (Bukovina csdvdds) var.®° 

SSte eet Riper gh Vie 196: 


66 [That is, B. Bart6k, Tabulation of Serbo-Croatian Material, MS. deposited at the Music 
Library of Columbia University, New York.] 

6? Second half: Iriglik a bajuszon (They envy my moustache). 

68 [Cf. B. Barték and Z. Kodaly, Erdélyi magyarsag. Népdalok, No. 134.] 

69 (Cf. Erd. magy., 12.] 
sG=r Sera raaser se 


a7 ar=3 ee | 


71 The variant is twice as large. 
72 [Cf. Erd. magy., 116.] 
73 [Cf. Erd. magy., 104.] 


7 [Cf. Erd. magy., 59.] 

76 Beginning of Szoknydt veszek (I buy a skirt). 

77 ‘“‘New-Hungarian’’ phrase. (Cf. H.F.M., 77.] 

78 (Cf. Erd. magy., 26.] 

79 Like the second half of a kicsi kormos (The little sooty). 


" dee ees 
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(continued) 
Mus. Ex. No. Variants in Other Materials 
BP gets, ry, ee RAS UIW Re INNS o5 lm Un akese, See his 4 [b3 [4.81 
85 Ra eee oe Oo Bune evar, Pe 
88 ....... . Var. b. = Hung. dudanéta (bagpipe tune) var.83 Cf. also 
Bf (1) (2 7,1-8.84 
git... .... . Hung., Slovak vars. 
938", 5 we oe a AI SCL, eOgan Lime 
OAS yes 1s eh ame, wake 
S60) EN Lae Ere page, 3. 
YE Bis oe 6 op PETIT, 
Py ge oe a 6) AEA LOTT 5 Yee 
103-0 Ae) 4 Se erezauia Szenclys 
104: (rao cee ow AEM BO: 
1055 (aw acs Soe « Vas may, woe, 
107... ... » « Hung. var.;8? H.F.M. 52; Mus. pop. Hengrots, 60a. 
(Hung. var.), 60c. (Serbo-Croatian var. : Zganec, 194). 
{10s a a eee eo eS Vary a= Lngeyar. 4] [4] 4|;88 var. b. = Hung. var., 
Pain 27 Me 
(l/r ee ee AT talustenos 
Wes es 5 be ow o Jali, ares 
L19? aka os test ee one vara 
(5 
120*). 14% = 2 ses tounge, (and Rumanian) var J] [5] a 
1234 ee ee LLU oe (andeRammaniay vale 4] [5] [7. 
124 eee es  Ceunee varnoe 
125 2. 5. . 6 . . « Mus: pop. Hongrotswolay (Huns. var). 
129 5 eee er Loni Ok 
129%)... ae. Bartalus) 12/11: Matray. 60> zim L65/167- 
IBS 6 a 6 GS oo lake eke 
oie a og. oh ob UbeWeriines nel 


81 Vékony cérna kiménymag (Thin thread caraway-seed). [Published in Kodaly, Folk Music 
of Hungary (New York: The Macmillan Co., 1960?), p. 48, No. 52, (1). See also the original 
Hungarian edition: A magyar népzene (Budapest, Zenemtikiadé Vallalat, 1960), p. 20, (1).] 

82 Compare the beginning with Gabor Ignac [the performer ?]. : 


bi) COS ao 


= 
— 


84 Istensegits (Bukovina). [Cf. Erd. magy., 25.] Var. c. = Hung. var.: Ss 


85 [The performer ?] 


83 


86 Jaj, istenem, be szégyellem (Oh, my God, how ashamed I am): 


87 (Cf. Erd. magy., 105.] 

8 Vasdrnap bort iszom (On Sunday I am drinking wine). 

® Cifra gombos nyosz. (Gorgeous ornamented bedstead). 

90 Kerek as én kis kalapom (Round is my little hat). 

91 Hej, Dundru, fuj a szél (Wind is blowing from the Danube, heigh-ho!),. 
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(continued) 

Mus. Ex. No. Variants in Other Materials 

Ws 5 a 6 oe a eo debe are Oe Temas, (isle): 

HOO meee eet eee ELune van.os 

Loa s tee Vat. a ==) bepinning of 6) 6; S.'6) Hung) vary;?* AE a7, 
AN 

PSO sae mC ULDemian Origine 

141... . .. . . Hung. (vocal) vars.; second half of a. is similar to Kodaly, 
Marosszék Dances. 

NCE Ta Ses By tat ae oe Pe OUIME een 

169... . .. . . Hung. (Bukovina gypsy) var., not yet published. 

WES chs chy 9 bg ae WER. Gy Selig... (aceon) ye: 

LAS aeons eo nl oor: oe LUNG. Svar, 

182 ...... . . a. (str. 4) = Rumanian dance for piano;9? Kajoni Codex, 
13.98 

183 ....... . Hung. (cigdnyndta) var.®® Also Hung. var.: 8] b3] [4,100 

185 ..... . . . Hung. var.: 7][5][b3. Cf. KAjoni Codex (Mikes Kelemen). 

LO? eee ee ee at a STS th Chabal valine 5] [5] (7. not yet 
published; Var. b. = 7] [5] [b3. 

LO eee ee lane varloL 


EAPLANATION- OF THESIGNS USED 
IN THE MUSIC NOTATIONS 102 


1. Melodies bearing identical Arabic numbers are variant groups, each 
variant of the group being distinguished by an additional small letter 
(a., b., or c., and so forth). Minor variants appear as marginal notes in 
small notation. For this purpose, reference figures are used both in the 
melody and in the marginal notes, placed above the staves, for exam- 
ple, ), or )—, 2), or 2—, and so on. Asterisks, such as *, **, and so 
forth, refer to the Notes to the Melodies on pp. 186-192. 


92 (Cf. Erd. magy., 138.] 

93 (Cf. Erd. magy., 150.] 

94 (Cf. Erd. magy., 148.] First half of var. b. well known in Hungary. 

95 The orchestral version only—in the horn part, near the end [pub. by Universal Edition, 
1930]. 

96 District in Eastern Transylvania. 

9? [Cf. Barté6k, Two Rumanian Dances (pub. in rev. ed. by Boosey & Hawkes, 1950), II., 
measures 19-20, 23-24, and so on.] 

98 [See Kodaly, Folk Music of Hungary, p. 144, fn. 157 (= A magyar népzene, p. 78, fn. 149).] 
The Codex, a collection of 17th century melodies, was published in 1910. 

99 Cf, Kodaly, Hungarian Folk Music for Voice and Piano, Vol. IV, No. 24, Ciganynota 
(Gypsy Song) [Universal Edition, 1924~1932]. See also Kodaly, The Spinning Room [Universal 
Edition, 1932]. 

100 Senki menyecskéje (Nobody’s young wife). [Cf. Evd. magy., 115.] 

101 The same as No. 175 [see its Note]. The repetition is at the lower fourth (as Bartalus). 

102 [See the editorial commentary above, p. xxvi, with regard to this section.] 
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2. At the end of each section in the first stanza (sometimes in one of 
the following stanzas), over the final tone or the tone considered as 
structurally the final tone, appear the figures in J, LD, or [.1% 

3. The designation of pieces, from No. 136 on, is placed above the 
first staff in the center of the page, the name of the instrument(s) at its 
right. Violin and certain other instrumental pieces are not transposed in 
the publication. 

4, After each piece are listed the data concerning the record number 
(preceded by F.), the name of the village, the name of the singer(s), and 
performer’s age. After these data, Cf. or Var. followed by a figure refer 
to variants of the melody in this volume or in other of my Rumanian 
publications. The singers, if not otherwise expressly noted, are exclusive- 
ly peasants. Whenever the variants do not have name and place infor- 
mation, they derive from the same person as the principal version of the 
melody. 

5. The indication vubato means a manner of performance in which the 
notated rhythm of the melody is not strictly observed, but rather, many 
hardly noticeable and difficult to notate abbreviations or extensions of 
time values occur. In such cases the metronome reading is given in 
parenthesis. 

6. Before the first bar of certain pieces is the pitch indication—a black 
note without stem which always refers to g1.104 

7. Bar-line division is missing in melodies which seem to resist it, be- 
cause they lack a feeling of fixed meter. 

8. When melodies exhibit two kinds of endings, one for text lines of 
seven, the other for eight syllables (as is usual with the ordinary Hora 
melodies), one ending is shown by upward, the other by downward note 
stems. If this means of notation cannot be employed, the second ending 
is given in a footnote. If the endings differ only as to the form of the 
melismata, the slur over the melismatic group is given in parentheses. 

9. b/2 lowers by a quarter-tone, #/2 raises by a quarter-tone. 

10. Melismatic groups always have a slur. Each single note in groups 
connected with a beam, yet without slur, is sung to a separate syllable. 

11. Syllables of the “‘whisper-upbeats” appear with wavy underlines. 
Sometimes one or more tones are missing from the phonograph recording 
through fault of the singer; these are given in small brackets [ ]. 


103 [See also the author’s explanation of signs used in R.F.M. Vols. I (pp. 58-61) and II 
(pp. 42-46).] 
104 [See General Remarks, p. 43, below.] 
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12. I use three kinds of signs to indicate lengthening of tones: the 
small inverted breve ~ indicates a barely perceptible extension, about 
half the notated value, in duration; the common feymata ~\ approxi- 
mately doubles the length of the tone; the addition of Junga above the 
fermata sign extends the tone by several times its written value. A fermata 
in parenthesis is one not consistently observed. Pauses above the bar- 
line are “‘dead”’ pauses of definite length. 

13. Tones notated in small-head notes are to be read in their full 
value, which should be reckoned from the value of the large-head notes 
with which they are slurred. The former are sung with less emphasis, less 
accentuation; so to speak, fleetingly. 

14. The following signs are used to designate the “‘sliding tones”’ (por- 
tamenti) mentioned on p. 17: 

—— is a slide from an indeterminate pitch to a definite one. The 
beginning of the slide lies in the proximity of the beginning of the sign /. 
The duration of the slide is indefinite, taking away from the written note 
about half of its value. 

= is like that described above. The slide, however, takes place 


before the written note, which remains unshortened. 


2h 2s are slides from definite to not precisely determinable pitch. 
In case a) the initial tone is held a little (about half, sometimes three- 
quarters of its written value). The remaining time is consumed by the 
slide. In case b) the slide begins immediately after the sounding of the 
initial tone and continues throughout the whole extent of the note value. 
Statue are slides from and to definite pitch. The distinction be- 


tween case a) and case b) is the same as that described in the preceding 
paragraph. 

Sees are slides from and to indefinite pitch, throughout the du- 
ration of a definite note value. The initial and final pitch of the slide is as 
described, respectively, in the first and third paragraphs of this section. 


In case a) a barely perceptible pause on the tone given by the note can 
be observed; in case b) the slide is thoroughly blurred. 


PS is a slide less blurred than Shoppe the tones given in small 


la = la 


notes can be quite clearly discerned. 
iS. = indicates the sounding of a tone whose pitch cannot be defi- 


Lat) 


Introduction to Part One 


nitely determined. The pitch of the x sign shows the closest approxi- 
mation to the pitch of the tone. 
16. To render more practicable a survey of the construction of the 


dance melodies with indeterminate form (Nos. 136 ff.), I assigned 
. 1b 
numbers and letters to the two-measure motives: pena -— 


a and so forth. Motives with the same number are variants. 
Motives of 2-+-2 measures which form a period are denoted by 
le) 1b AP de a th 
-—————_ Introductory measures are specified by -———> the 
final measures by oO, Undesignated measures are distortions 


of the gypsy type which are not characteristic of the music of this region. 

17. Melodies enclosed in large brackets [ ] are those in the dance 
melodies with fixed form, consisting for the most part only of a distorted 
repetition of the principal motive or of expansions in the gypsy manner, 
and, therefore, are not taken into account in determining the form. 

18. Letters or syllables underlined with ~~ are additional particles, 
not belonging structurally to the proper text; underlined with — are 
complementary syllables (see p. 9). 

19. Refrains are marked with earl lines with loose syllables 


20. In the alphorn melodies (Nos. 193 ff.) the grace note designated by 
+ signifies a forceful, abruptly produced, loud and resounding sound 
which is extremely characteristic of the alphorn music from Maramures 
and Ugocsa-Avas. The small cresc. sign next to the small notes with 
beamed stems in the first, fourth, and sixth measures of No. 195 is in- 
tended to mean the strange swelling of the held horn-tones characteristic 
of this area. The sign in the same melody signifies a curious snapping 
effect of the relevant tone. 

21. When the listing of the performer’s name has been omitted for 
certain reasons, the data sections contain the following general indi- 
cations in Rumanian: 


un om: aman o fata: a girl 

un fecioy; an (unmarried) young man mai multe fete: a number of girls 
) femee: a (married) woman un tigan: a gypsy 

murert: women | un figan batrdn: an old gypsy 


GENERAL REMARKS 


The intervals do not always correspond to those possible in our chro- 
matic scale. In particular, an augmented second is almost never pure. 
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This deviation varies with the individual melodies, but remains the same 
in a given melody, generally. More significant divergences appear in the 
intervals of the third and seventh; they are often “neutral.” If the 
raising or lowering of a tone more nearly approaches a quarter-tone than 
a semitone, I specify it, as mentioned previously (p. 40), by #/2 or p/2. 

The (diatonic) scales of the individual shepherd’s flutes manifest more 
or less sizable deviations as a consequence of the positioning of the 
fingerholes. But one should not overlook the fact that a few of the deeper 
tones of the shepherd’s flute (for example, the fundamental) sound too 
low in comparison with the same tones in the higher octave, or that the 
player can produce more or less raised tones through incomplete coverage 
of the fingerholes. 

The intonation of the gypsies is thoroughly unreliable. 

To facilitate comparison, all of the songs have been transposed so as to 
yield a common final tone (g!). It would seem superfluous to give the 
original pitch level in every case, since it changes arbitrarily within the 
vocal range of the singer. Most of the songs have about the same level, 
since the women’s ‘voices are low (alto or low mezzo-soprano). The 
preference, the Hora lungd excepted, is for very loud singing, almost 
shouting, and therefore, on the highest pitch level—but always with 
chest, never head tones. 


SIATISTICAL DATA CONCERNING THE 
OUTPUT IN VILLAGES 


(Totals marked with * indicate only one performer in the village) 


Number of Melodies by Class: 
Village ANAM EAS eb al bara sCu ee me Cenie Ds Daisy Ea by; 
lhe 2a Set ee ye |e ee Dees TT Vil- 
le al 2 | aie ile lage 
Bocicoiel iL) al 1 1 1 1 14 ies 24 
Breb 1 1 1 6 Uh 
Cuhea 1 sil 1 22 
Dragomiresti | 2 3 1 1 TA San ak Sy) tou] a 2) 39 
Glod i 1 Hi “i S 5| 25 
Teud v| Meza |r) I ee 34 e Ze lOsel 4| 76 
Nanesti 1 2 10 9 13* 
Oncesti 4| 1 1 1 1 18] 11 1 6} 53 
Patrova 1 1 2 KO) Za se 19 
Poieni 1 1 Koy) 2B Ato) 30 
Valeni 3 1 1 1 || al ey] a 34 
Visaul-de-jos | 1 iM i) | Sl 4 1 13 5 34 
Totals 9 W274 on iia Tener: NOON SG ie 57a) 5a plz 375 


pI carrer Pee — Dy ~~ = wins ee ey 
+ + a Eg Rely Saale 
ee eee ren. 
Adee a 1 i. 
Fane ee worl Sr eragy ae 
+ wiarhp> tier Ht ae ES 


Phi wipes Te Og sien be pie spree 
a YT Ped. (a4 pot et ‘| 


o bce te 


= rire | ior rar 


Music Examples 


vole 


Poco rubato @ = (80) Gi) ~~ 


1. 66> eS = 


*Nda-ta-mi, Doam-ne,d-amaudzi- tu Dom-nu- lui,__Dom - nu-lui Doam-ne 
r. 


hee 


i} 
ei 


F. 2123 d), Visaul- de - jos, Marie Ardelean (ca. 25). 


Andante @ - 76 


2, SEES Br, B- Dpad 


Za-ri - tu-s’o zo - ri- le, - tu-s’o_ zo-ri - le, 
F. 2133 b), Dragomiresti, Erina Vlad (26). 


Andante o = 84 pees 
3. Gest antetee MED Pd seal 2 | 


Dum-nezeu de la’n-ce- put, —— Dum-nezeude_ _ la’n-ce-put 
F. 2132 d), Dragomiresti, Erina Vlad (26). 


A 2. 


Andante ¢ = 66 5) 
= ==. UES Se 
| ES 
Malia er, je) Se te NS Bae (GS SN 
r. 
1) 
SoZ 
a Ble of AL 
—. 
ma - na - stir’, Fac) Gre" > sei O- = ) naenna Coast) wo ures 
Var.: 1)* 


2] 


F. 1626 c), Ieud, Dumitru Goja $i Vasile Dancus (ca. 15). 


Allegretto o=92 


5. gee ee 


’N poar Doam - ne!* 
Haj - rin - de!, ‘Npoar - ta ce = = oi 

2 

se 


F. 2188 b), Oncesti, Marie $i Doicé Dragus (18-20). 


Lar) 


- Andante J +72 r 4 ? = 


Ca-ta’n sus si ca - ta’n jos, Dom - nu - lui, 
Doam Wins —— ca - tan jos, 
1s 
F. 2160 c), Poieni, Marie Muntean (24). [Cf. No. 182 ¢.] 


Andante a = 66 


ow HSE TI aie er a 


Ca O) ne - zeu es 


$SSS ST pe = 


Flo - ri-le-s dal - i eee Dum-ne-zeu a - - va 


ras 
F. 2132 a), Dragomiresti, Erina Vlad (26). 


Andante Pe = 84 


6 ie Tee ie ae a 


Dom - nu - lui, 


ae ae ee 


Doam_-_ ne! Dum new =) zen Gea la ‘n-ce 


F. 2188 c), Oncesti, Marie si Doica Dragus (18-20). 


ee J:64 Vii) 
x 2) 
14 a a SSS Se 
Sus in a - ° F ——= < a= . 


hah fee = 


emeenOnn re NOW === SUSHI EVAR = Vie mun - te - lui, 
F. 1626 b), Teud, ae Goja si Vasile Dancus (15). 


1) (d= 66-76) : 
; = Sa SS 


F. 2097 a), Gavrila ts me 
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Allegretto AF 100 oe @ 


8. rgd eae pas us SS 


Scu-lati,___gaz - de, nu dur - mi - fiu, Haj- da ler____§i 


eae aa erase JI 


—___ Doam - ne!,_ Scu - lati, gaz - de, nu e - miti! 


Var.: 


isn 


. 2097 d), Ieud, Maricutaé Hotco (19). 


la 


Andante J 84 


» 3S : = z —= 


Noi um-blam si lin mu, Flo -ri le-s 
4 
pat ah) 
= oa 
dal - be! Noi um-blaim si co - - dam 


i. 
F. 2131 b), Dragomiresti, Erina Vlad (26). 


lo SS 


F. 2172 b), Valeni, Erina Moldovean, etc. (18). 


Andante J 80 


» SS bate = 


u ‘an Li- nu-j lin 


pSSe tees 


F. 2187 b), Oncesti, Marie si Doica Drigus (18 - 20). 
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Allegretto d=104 


10a. SSS SS 
Tris ¢raj, de la ra - si - ri - tu Dom nu - luj 


5) 


si-al nost’? Domn! Tri cra] de la ra - sa - rit 


Var.: 


“eS 


F. 2115 b), Visdul-de-jos, Varvara Braicu (19). 


1) 4) 5) 3) 6) 
SSS SS SSS 


Si-al nost Dom - nul! Doam -ne 
Glod, Marie Cocian (18). Poieni, Marie Muntean (24). 


Andante ds =92 
r—3 — 


lo. GE Fp Ble == Pept 


Dum-ne - zeu din - tr’in-ce - tu, Li - nu, li- nu 
* a == 
c ——— 
as a | a 
nu-maj lin, Frun - za ver - de roj - ma - lin! 
— 
F. 2160 6), Poleni, Miirie Muntean (24), 
Andante 2:60 
aaa 
. @ 4 coe es ee 
Din Ma -ri - a s’o nd - scu - tu, Hri - _— stos, 


Dom -nul nost! 


ri; 
F. 2098 a), Ieud, Maricuté Hotco (19). 


Andante as =84 


12° GEE So —— 


Pin - ttean la mun - te-o su - it, Pin - tan la mun - 
te-o sl = 1 =) tu, Flo - ri = Te dal = de mar! 
F. 2188 a), Oncesti, Marie si Doicd Dragus (18-20). r. 
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Poco rubato 2)= (126) ») A 2. 6) 


Zi - ne-sj ma re ca maj___ ma re Oj, 
¢ fN © 
se ees reese 
Je - rui Doam - ne! Zi-ne-sima - re ca___ maj mar 
F. 2172 c), Valeni, Erina Moldovean si Dochita Marginean (18). 
Andante molto 5 =O2 » 5 
A ) 
13b. $4 tea BS == a 
Dum-ne-zeu_ de la’n- ce-pu - tu, Dum-ne-zeu de 
$- 
==. r ——s oe —— 
lan - ce-pu - Di -mi-nea - ta—_— ra - cjun! 


F. 1627 b). Ieud, Dumitru Goja si Vasile Dancus (ca. 15). te 


o =88 


an 
wy 
F. 2097 b), Maricutéa Hotco (19). 
2) 3) 


a 


Poieni, Marie Muntean (24). 


Andante d: =60 


se. GE tf fae ar Spo 


La un io) de li = nu,—== La) jun dtal” de 


oF papas 22a SSS 


lu mi nat! 


Ru - sa - li 


Te 
F. 2172 a), Valeni, Erina Moldovean (18), etc. 


Andante 


1d. $e t i eee 


Noi umb-iam_ si —___— _Noj umb-lam si 


a Bo oe 


d= mil, Mala day ler a asi rui Doamn’! 


Bocicoiel, Erina si Ioana Chiesa (15-18). 
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A3. 7) 


@) 
Andante J "74 


a 
13e.* [as Peres (pra at === 


Dumnezey de — la_’n-ce-pu - tu Dumnezey de lan-ce-put 
F. 2137 b), Dragomiresti, Ileana Zubagcu (18). 


Aw. 


Allegretto ‘ 104 2) On 
14. eee eee SrSaeeee 
Sub tu-fa_de__ ma - lin_ver - de _Sub tu-fa__ de __ ma-lin ver- de,__ 
ae = = ic==s 3 * =e 
Dom - nu - if si-al nost’__ See ca. Dar a-co - - ne sed’? 
r. 
Var. 


F. 2101 a), Ieud, Ioana Kis (30). 


@=120 
) 3) 
SS SS SS SS 
F. 2113 c), Visaul-de-jos, Varvara Braicu (19). 


4) 


Sia bse teazces Sao saree! : 


Ra-ju-le, gra- @i-na dul-ce, Noid'inti-fRe nu neomducj’ 


Glod, Marie Cocian (18). r. 
Andante @:84 1 
lis oo P? ® 
6 SS Sa 
*"Nprag d’e__ibe - se - ri- ca, Hai co-rin- de-! Doam - fe! 
2) + ; 
Gt = SS 
Man ~ dra ma- sa ’nt'in-sa, Hai co - rin-de-1 Doam - ne! 


)* 2)* ite 
aS SS 


Da la ma-sa ci-he se-de Da la ma-sa ci-fte se-de 
F. 2187 c), Oncesti, Marie si Doicé Dragus (18-20). 
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A3.(Q) 

Andante 4) S 
oe 
eS Pir Sir pitts 3s 


co - rin - de! ’Ntri cor-nurj de mes’ 


F. 2145 d), Cuhea, Irma Maris on . 


Allegro ak 150 


i SANGER Oe pret 


Si Stea-ua de sus Riet re, Ca o tai-nad ma - re, Si 


F. 2123 a), Visaul-de-jos, Marie Ardelean (ca. 25). 


Andante d =92 


5 oO 
ie 5 PS Sa a ee ae 


Durm-ne-zeu de la’n-ce- put, __- Dum-ne-zeu de— la’n-ce- put 
i) 
= eS Se 
Toa -te lu - mea o fa- cut, Toa-te lu-mea OM fac=nCuts 


F. 2097 c), Ieud, Maricuta Hotco (19). 


=| 


Bocicoiel, Erina si Ioana Chiesa (15-18). 


Allegretto d: =116 


» ee crip 5 


Co - bo-rit- 0, co-bo-rit- 0, Dra - ga lea na! 


Co - bo - rit - o co - bo-rit - o Dra - ga I =e=5 lear = na! 


F. 2122 d), Visaul-de-jos, Marie Ardean (ca. 25). r. 
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3 I. 
aE a. 184 


20a. eee ae = SSeS 


QO Pe ca-redrumaj ple-cat, — o Nu-ina-déej-de de ’ntur-nat. 
sre aaeee == =SSSS--—=— 
O Pe ti-fie un-de te-orpu-fe,__ 9 Ni-cij a-rd fi-cij ca - ra, 
be 2S 
Ni-cii suf- 1a vant d’ va - ra,— oO Ni-cij suf- 14 vantde va - ra, 
bree Sez ata = SSeS 
oO Ni-cij a-ra cu plu- gu,— oO Ni- cij te-arsuf-l4 van - tu. 


F. 2127 b), Bocicoiel, Erina Chiesa (18). 


Recitativo De 160 1) (2) 7 
2 
Jy eee 
1)* QE 


SaaS] 


F. 2133 d), Dragomiresti, Erina Vlad (26). 


Recitativo a: 132 C) 
0 Se 
Cand ie-si - si din o-col, Cand ie-si - gsi din o-col, 


F. 2173 c), Valeni, Erina Moldovean (18), etc. 


Recitativo a =104 


10 Serie ee ey 


QO Ve-ci - ne bu-ne-le me - le! QO Fa-ceti bi -ne si-ti can-ta, 
F. 2153 a), Patrova, Ileana si Nita Ardean, Marie Fucieg, Marie Bircea, [lcd Filipciuc (15-20). 


Recitativo 132 
Ww 


@ : 
(CN &* chi (\ ¥* 
We." Gite a - oe area 4 
Oj de mi - he maj VA - sa! Oj Doam-fe stru-tuc de  flori! 
F. 2095 c), Ieud, Anutaé Dunca (25-30). 
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BI.) 
11.Q) 


ane ep cE s SSS 


——Sa-ra-c& mor-t’i-ta! Mult__ij ha-da gi u-ra - ta, 
F. ser na Teud, Ioana Kis (30). 


a 
06. $a SS SS SSS 


Teud, muieri. 


Qs 
20h. SPSS cpg ee I] 


Ne-gru - le pa-man-tu-le! Ci-fe sd sca- pasubti - fe, 


Breb, Ana Visovan (ca. 25). 


Assai andante d: =150 - a, 


2a. bee oe =e Ss 


= =5 aaa 
Oa, ge ae ta J@ = anil Ca de - cand aj__ 
Ss SSS ae = 


F. res a), Visaul-de-jos, Gvaerars Braicu (19). 


Poco lento 3 =96 4) D) 
gag tr toeeelr tape TS 
Op ae mine nes Sire . - tuc de ruji 
1) nn 
Ah tote terre ig 
ae mi - fe, stru ‘ - - tuc de "0 
2 : ) 
SSS 
(ee Ie vre - mea sa te 2 duci, 
2) 1) 4 
See] 
= - ti-i, vre - Se —— 


F. 2127 fe Bocicoiel, Rant Chiesa (18). 


Seas Se ees Pee ee = 


F. 2152 d), Patrova, Ileana si Nita Ardelean, etc. (15-20). 
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Poco rubato, 2 = (132) 2» 
Ss 
Qle. 6 64 = Ee See —= 
* Oi de mi - ne, un - ta su, 


Oi dé" mi ne,=_. un) -it'a = — sn: A Roa - ga fese cues 


. _— ~ 
= Se 
te-i| ru - ga, Roa - ga te,  cui_=—fe-j rm - ga? 
F. 2123 c), Visadul-de-jos, Marie Ardelean (ca. 25). 


Poco lento +96 


a G5 fae pas 


Ca Ma - nan ce = aerte=— = moar - te, __ 


oy 
rs i 2 
eS 
WEL Te HEIN Se i 10 == CL moar te! Ca 
cae 2S SSS 
Mult tu esti fa) =) =! ora drep =" 0a) Soe kee 
= 4 
ye 
Mult tu ect] eeenmitame - ra drep ta te! 
F. 2134 b), Dragomiresti, Erina Vlad (26). 
Largo J =46 
19) = 
——————— = “ = 
Zi = ne SO - ra-a__ dzi, 

!) @ 3) 
Se 
Zi so - on aa tri is Cas sil a -onae 
i aes Si Si Siecle Ga ee 
oS 2S aaa 

Ge = ee ca, & A SI di ap ca ae sik : ae 


F. 2173 b), Valeni, Erina Moldovean si Dochita Marginean (18). 


p eo 3 = 
== Se SS ee 


Oncesti, Marie si Doica Dragus (18-20). 


[ 56 ] 


Andante 
a. SP erp aga 
a aie 2 fie A 
So- ha - nit na d’in tur-na, So - ha - nit na din tur- Be 


Breb, Ana Visovan (ca. 25). 
Lento, poco rubato @: 
aie : Dn 1) —— @ 
gt Grog Pf e2 ppt les OHI 


Ié-ti va-ru-le zay-a_ bu - na, Jé-tiva-ru-le zau-a bu - na, 
Var.: 


Teud, Ioana Kis (30). 


Andante 3) . @ 
2h @ Se rasan a—: | 
QO Bu-cu-ra-te tin -fi- rim, Bu-cu-ra-te tin - ti- rim, 


Glod, Marie Cocian (18). 


Poco lento —— 5) 9 AS. @ 
* 
sag . “Gly 
rd 


Ne cu-ra te__ a -ti - rim, Bu-cu-ra te_______ tin ti - rim, 
- dra floa- re ra - sa - eee Man-dra floa - re ra - sa-dim. 
Var.: 


"Ce aT al 


F. 2123 b), Visdul-de-jos, Marie Ardelean (ca. 25). 


Cal: 


Parlando, rubato ¢| =(100) 


Hel gi hei - hu oh 
Ered _ 

—— ie ee 
Hei tu man-dru-lu - fu - le! um - lu, maj 


Fey 


| ee es Pe ee ee eer 


ca CAndcuti-ne m-amgra-it, ,ma - i a hai - haj—_— 

** x 
fee oe ee ee es ee Se? 

ob te-mut de me-ste - rit. M hey Si he - i 

: : 5 

Seitlt - ho ca Hej tu man-dru-lu-fu-Je!  lu- ju - - 
_—_ a ee = 
ju mai - ag sti me-st’e-si-gurj mul-te, 


gue te = : = 


po Me -st’e-ri as domnjid’in cur - te 
F. 2183 a), Nanesti, Palaga Botis a 20),.-*** 


Parlando rubato 2 =(132) 


2 


haj___ hi. haj___ mai ia Danes haj__haj_ hai Pe 

Peres : === 25 zee 

Ci-me a-reméa-ni - Haj Bla - ha__ es i ha__ sta- 

ae SSS = pl FE == 
ca stra - in sd fi-e 


u-ju-u-ju 


ae SSS rs Ee 


M ca Nu-j tre-be maima-re foc, maj___ ha Se ha haj_—_ ha - ju 
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—_ = ga 


ps aia re foc, de Ca o- mu = 
aaa 
ue jot — SU te ee hey in lo - cu; 
| ere sae 
f+ SaaS 
haj__hai 2 ee may M gi Nu -i tre-bemaima-re fu-ne, haj_ 
=e SSE: === tddedse a 
‘ha__ u-ju-u-ju u-j  tre-bemajma re fu he, 
aoe SS Ey ere ee 
SS eS 
a o-mu haj 
eS 
Sosa Soe === 
m stra - in in lu - me; ha. u- ju-u - 
ee ee =f 
Si Nu-i tre- be maj ma - re pa - fra, hai 


ee === 


Us ju - u-ju Nu-j tre- be mai ma-re pa - ra, 
F. 2099, Ieud, Joana Kis G0). 


Parlando, rubato # = (160) 


2 SS ap 
Be eT aS SS 


te - ha fo- cu na-ca - zu! maj 
Eaced —__ 
AN = = Ay 
pe 1? Sa 
BOS DORE Ae ae ee a 


CI. 


= RET ELEY? aaaan aS 


= = nee ware sr ere 
jonas op 
— Pag ta 


3 3 
Go. ———— - an Ere Se rae 
te-i du - ce, maj de Ca - hay - han - ta hu_ 
———= === SSS == =2 = 
ce, cand te-i du- ce de Zi - ce Cu tri zi- le maj ’na 
Te En Pca 
e sé 
- ca - ha - han - te, mee 2 
-—— 3 ——_ ar 
eee =a 
Cu tri zi - - le ma- ha__ haj_’na = in = te: maj 


F. 2117, Visaul-de-jos, Marie Pop lui Vasile (60). 
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Parlando, rubato d= (104) 


(Ca De-asmuri ha. 


pep Ops 


pri-ma-va-ra, _ Ca De-agmv-ri ha ha - - ors 


BT RAPIST are 


pri-ma-va-ra, le mai —_mu si dai-na - le de St de 


pi hE ET ED ee tg 


ha de mi-ar can - ta,» 


Pa-sa-ri- ha_ le a 


pees om A = 


Pa - sa - ri - ha. ha ‘Aa. de mi-ar cén- ta; le maj de 
a a) : Sat %. —3— a 
ae 
geo Peet Se ete ae 
Har Ss hase ha ha ha nu si dai-na-le si Pu-pa-zd mi-a clo - po - ti - 


——— 2 — uence =a 


ha - ha - lo 


Z ae 
» EE et an 
es ee Sy aot P= He] 
Pu-pa- za mj-a__ ha____ ha - clo-ha_ - ha_ po-fi, le ma-iv ae 
371 Cee 3 
ae ee eee ie] 
Si én CY ee POI pa mMi-atahis 


F. 2118 a), Visaul-de-jos, Marie Pop lui Vasile (60). 


[ 61 ] 


Ci. 


Parlando, rubato d: = (144) 


23e. BEEF SSS gees 


Ca Pé - na-j o - - rel, maj hay 


haji haj haj hai nu - maj 
3 
- $e = SS eS SS SS SS 
Nu sti’n lu - me ci - ne-1 fi - ne; 
ee = == 
S’a-poj da-ci da de rev, hej haj nu- maj 
os Ba SSS 
poi stii, haj__ +haj_—__ ca - i Dum- ne - zey, maj hay mai _—__— Ca 
—— ee 
== 
Fost - am - nar, zu hey maj hai 
poe SESS Eee eae aaa 
ae : 
zt == 
hai - haj - haj - haj____ mai__ a ca $i mo bat-ra-nit na-ca - zu; 
aS 
Gre s Pas 2 eae SS = SS 
maj ha - i Fost-am ta-nar, ca iar - ba le, ca 
oO f 
He S aaa aa = mmavits 
Si m’o bat-ra- nit lu-mea. re hei haj. hai,__ 


F. 2112 b), Teud, Gheorghe Bizdu (ca. 50). 


[ 62 ] 


Cl. 


Parlando, rubato aE (112) 


SS 


M c& zi-ce Ca-reom ho-re-ste mu - i hu - i hu Uli Yt 
== 
as —— ————— 
hu - i - tu ci Zic oa - me - nij- tha oe hay Sa 
oa a= poegeg ee ee 
ca - i hai bo-lund. M ca Bolundnu-j,fo-cu i hu- hu - i hu- hu - i huj sa’l m 
lunga * 
A == 
a = 
ba - ta, maj Cis i hu de-a-ce- le s& de-steap ta. 
Serer gh grt PA ae 
Bo-lund nu-i, fo - ou i hu - i hu m hey 
eae ISLE re aS 
eat i f PSS 
sa-l fi - hai. haj__ha-e, maj m de si dea 
Ges SSS =: P 2 == == —— 
Cu de-a-ce-le sa man- ga - haj ha - i hai - ie je ma le’ 


F. 2130 c), Bocicoiel, Dumitru Mos (40). 


Parlando, rubato 4: (160) 


2 SSS 


De ca  Ca=7e tm ci = ‘ta=ne-s} “plea = ca, 
lunga 


[ 63 ] 


a 
Si 


pli - Te; maj de 
a a f\_ 9 
—— == a 
Ra- man bo- ii prin-gsiin o co lu, buy Si hi - hi - Ai 
lunga 
‘ay 
SS SS SS 
ca - sa pli - na de do ru; maj no ca 
= SSS SSS 
do - ru- man - dru - lui, de Si de do - ho - ru 
fr 
— ee ee 
man-dru - lu - hu - i a rr Pu - hu - tre- ze - ste zdiciin cu - i, mal 


F. 2105 a), Ieud, Crecaie rinuses 61). 


Parlando, rubato an = (96-100) 


23h, Spe 22 


Ca Pe-ste mun-tii Bro-cu-lu- i haj - hai - hai, nu-ma-i_ si 
Pe- ste mun - tii Bro - du - lui ca E - ste bun dru-mut ba - tut. 
== SSS = 
Gr 3 = — oa = = say . 3 
hei mai han-dra si daj- na maj Ei. ae. 


a ae SSeS 


Nu-i de ca-ru cu a - 


: r 
hei nu mai ca Nici de boi cu fi - le - gu - ta 
ee ee ee 
5 t 
SS SS SS 
hal ha hai bit? ahi ah ee 


Cl. 
Tilinca* 
Rubato d=(132) ine 


233. cae = qtr cee | 


ba fFt feed ie re 
(ja 


pid er tt tae 
3 : 


3 =} 
Bt ae ror ae 
—— Sitaaag taaa=aae 
== LR aS os 


ic aaa noe oe a nesaaeia= 


F. 2157 a), Poieni, losif Ilies (25). 


[ 65 ] 


ri 
Rubato d (di )= (192) 


pep Te ee 
attte rie, Bw eee 
bet) 


pe eee pif ster fp peers oe 


Pan) Aare et ‘fe By — 
AEE f aa 


a Ee ee 
geen ee ee ee 
gut Se ee ee 

ie dt) 2 —_— 
ge see ile 3 


i am “a 3-3 _— 
fii 


F. 2141 d), Dragomiresti, Dumitru Ber a (ca. 40). 


[ 66 ] 


ue 


re i, ee ce Ln a ee a a i nl in SiS en a SA cm Rn) oy 


ae PE ee tte 


Goal Ul Fag 


Assai moderato d: 69 dd) Nes 
= t + 
24.* leg PoE ta. ser: foe: ieee oA 
Margin lu-me,— nu mni-i_bi - ie, Margin lu-me, numfhi-i bi - ne 


Var.: 1) 
F. 2170 c), Valeni, Erina Moldovean si Dochité Marginean (18). 


Andante d: 63 


Dee aera eee 


- ra - ce-le fe - te - le, De-ar mu-ri s toa-te — Ie? => 
F. sas a), Poieni, Ana Dunca (20). 


Assai andante o-=66 


26.* Gifs oa De aS] 
Nu- mai_ey dé-asst’i_ ho - ri, Nu-mai ey dé-as sti ho - ri, 
F. 2174 a), Valeni, Erina Moldovean si Dochita Marginean (18). 


[ 68 ] 


Andante 252 (G)) 
27." (aS ora 25e Sb Bes == fi 
Ma - mu -ca, cand mai fa - cut ba, 
rae == ao | 
Magee tte Ga ee cand mal a - cut, 


F. 2137 c), Dragomiresti Tleana, ZubAascu (18). 


Andante #90 


ae ee 
ba.” Seay rari 


La pa-raucu frun - za la-té, Lapa-ray_cu frun-za la - ta, 
La pa-raycu frun - za la ta, Hai lai lai_ lai lai lai laj! 
F. 2091 a), Ieud, Maricuta Hotco (19). 


iy =66 
= Z el 


F. = c), WA Valeni, Erina Moldovean si ae Marginean (18). 


Andante @:92 


28b.* Gas ee Pa oe Prparass =] 


De-as.4a-vea_ma- ma_ si_ ta - ta, De-asa-veama - ma________ gi ta - ta! 
F. 2133 c), Dragomiresti Erina Vlad (26). 


Andante d= 88 6) 
* — a= = == —& —— 
pS poe eee ee ee are 
Hei tu a - é Hei tu ma-mu - lea-ya mé!__ 
F. 2171 a), Valeni, Erina Moldovean si Dochita Marginean (18). 


oo sostenuto @= 76-80 


_,_ ® 
30. @sEIs F¥022 iF ir 


Si Mai Neam - las Bec =a. 
—— —— 
—- = ae ae z el 
Mai Neam-= - t Die ie AIS la Beci, 
1) a 


F. 2093 a), Ieud, Maricuté Hotco (19). 
Andante #-84 > 


sas fee ee SSS 


Si-a-tuncican-taé, mai cu-ci - e, Si-a-tuncicaén-taé,__ mai cu - ci! 
F. 2153 c), Patrova, Ileana si Nita Ardelean, etc. (15-20). 


oe 778 
eS Se { 
ae 27 (a sae eases eee=s roe 
Maj man-dru-le_ de doj— ai, mai,_Majman-dru-le— de doj ai! 
F. 2150 d), Patrova, Ileana si Nita Ardelean, etc. (15-20), (Cf. No. 177a.] 


[ 69 ] 


Cel lied: 


Allegretto a: 114 


32.° Seer orm. = 


Tu mad-mu-ca mai fa-cu - Haj haj— haj ! Cu jer- bu- ta 
ee 


Gr == SSS 
dg-a-ster - nu - tu. Cu jer - bu- fa  de-a-ster-nu - tu, Hai, hai, haj! 


ST 


1) ** r. 


SS 


Jal na. na=*na da >" daida— = 
F. 2118 b), Visaul-de-jos, Marie Pop (60). 


Hubate 


vi) 2 
aa Gif fos PIERS 1 a 


si Tacj cu -cu - fe, 


Taci cu-cu- tle, nu_ can - ta, 


po eee 


can - ta, Ca nu te pocj a - scul - ta 
Breb, re Visovan (ca. 25). 


Rubato a: (144) 
AN : mw 3 we 


= SSS 


Hei, si Cel mandrutcu cus-ma nea - gra mai ca Se-denpoar-ta 


—— 
it = SS 


si ma’n-trea - Hey Si Maj fi- ~ boi dra - gu-td—— dra - ga? 


Var.: 1) 
Ww Sh 


Ss 


F. 2180 a), Nanesti, Palaga Bot'is (19). 


Andante 4:56 


34a. GE ae piece nape eco 


Be cu - cu - le, nu can-ta, mai, Wo Ca nu te poci___ 
== 
a-scul - c= mai, Hei, maj man-dra,__ si daj-na-re,__ mai__si se = 


F. 2141 a), Dragomiresti, Marie Hener (ca. 25). 


[ 70 ] 


CII. 2. 
Andante o=54 5) 


34b. * = 


Man- @) ta tu ti-aj gan- di; tu hai si Ca nu-s flori ca 


= SSS 


ti- ne’n ra - tu, Hai la ae la la la la lazily lay, 
F. 1627 a), Ieud, Dumitru Going Vas si Vasile Dancus (ca. 15). 


Andante o 84 


35° Sree i= = ee 
aoe = ee 


F. 1627 c), Oncesti, Marie si Doicd Dragus (18-20). 


Aco moderato 384 5) sf 
mn ° ‘ o—~p 
Ca - tu-f = - ra, c&-tu-i fa- ra, ca - tu-i tae ta 


— z S=anamee Zee 2 Ses 
un - gu - - sca, \Hei An- cu - ro-man- cu - ta hei! hei! hei! 
1) 4. st. is, 
Se 


Din o-braz, din o-braz 
F. 2130 b), Bocicoiel, Erina si Ioana Chiesa (15-18). 


2) 
Nanesti, Palaga Bot’is (18-20) Cf. R.F.M. Vol. I, No. 397. 


allo: 


Poco Allegretto d=92 


37. GES pr pie Tape ase 


Man - drut, vi - - la dom- nea - sca, Man - drut, vi - o 
mw @ 
ss t 
SSS ee 
la dom nea - sca, Hai, maj man - dra, _ si dai - na, 


pa See Pe ee ee | 


se ja-r4 daj-na,daj-na, Hai do-ru- le, si daj-na, mai mai mai. 
oe aaa aaa 


F. 2184 a), Nanesti, Palaga Bots (18 - 20) Var. No. 49 


[71] 


Allegretto 2+ 66-63 Vv) 1 —— @ 
t 
38. @ EDP ee spa 
Si Lu-mea nu te-oi su-du - i, ca Nici bi - ne— nu {{-oj gan- -di, 
aS es a 
Pan’noi ve-dé__. cuma__ fi, Dai - na, dai-na — si dai - na. 
ae Ossia I. 
SAS Sa 
F. 2113 a), Visdul-de-jos, Varvara Braicu (19). Var. No. 89. 


Allegretto 4= (100) 


9° See fone eee Ea 


Du-su-i man-dru, nar vi - hi, ma, Du-su-i man-dru, mar vi - hi, ma, 


QE 2 ram A Nill saccel. ane © es ~ 
6 dae 
Ia lala eee: la— lala la la la la la la__ la la; 


10. SES s Aas: fF easier 


Mult ma ’ntrea- ba G o - mu, Mult ma ‘ntrea-ba tot o - mu: * 


SS 7) | Spay 


La - sa - tu-ne-amcu man-dru, La - sa - tu-ne-am cu man- dru? 
Var.: 1) 


=a 


Nowe 
F. 2184 b), Oncesti, Marie si Doica Dragus (18 -20). 


Allegretto d =84 


ne Sy etp eS ee aaeeece 


Dom-ni- sor de - la o-gcoa- 14, Dom-ni-sor de - 0 -scoa- 1a, 


¢ 
—— Se 


Vint a= cal = sai si ae soa - ra, Vin a- ca -sa— si _ te’n-soar’, 
Var.: 1) 


rae SSS 


F. 2152 b), Patrova, Ileana si Nita Ardelean, etc. (15-20). 


[ 72 ] 


Allegretto 2 +66 Wi) 
Sh ee) g) 
ep SS = 
a 
o. Par ees e OPES 
Tri- mis-o’m-pa - ra-tu car - te, Tri - mis-o’m - pa - ra-tu car - te, 
3 
ee ee E = 
La fe-ti-le de pasa Waiten-a tise enmdespa susat: 


F. 2132 b), Dragomiresti, Erina Vlad (26). 


Andante #=92 


0. Sia aS ier 


Mai man - as de lasitates WO Vey Ney ie 
OP ee, ae Pe 
Gegee fee 2 o-fF te | 
la-__la la lala la la Tun e Sc aaa 
“ : 
ee ee 

te-a oe - a, La la law la ela la la lava la. 


1) bon Ossia 
ray S41 


F. 2144 a), Cuhea, Ioana Bizau si Vlad (19, 16). 


Andante oe 52 


1a Pee 


Toa - ta - mea-| su-pa - ra - —= Toa- ta ]u- mea-i 


© 
ee 
els 
Su=pac = = ta = he, Nu-i ca mi = ne ca - te-o — 
= z os 
a = z = Hf =" : ce | 
Nu-j ca mii > ne “ca - te-orda ta, _Mai_ si mai ! 
F. 2135 b), Dragomiresti, Ileana Zubascu (18). ea pomart 
Allegretto 4. = 66 (1) 
45a.* @§ DS Oe ao 
Foc te ar —deal in - alt, si Foc te ar - de_ deal in - alt, 
fomamitys Seas led Ot | 
Si-a-poj daj - na— _ i dai - na, maj— fey = Sit - dra,dai - na! 
) Var: 2) r, 


S| 


aia 
F. 2113 b), Visaul-de-jos, Varvara Braicu (19). 


[ 73 ] 


Andante @+54 4) 
{eS see d — 
(sb. $= 6 = eS 
wv 
Frun - za Vep =, dé) mar.) ase | crut, da — 
=== = SS SS 
Sass a : 
ia alk ver =) dez> ie a - crut, D-am a. = yot. 7 sys 
poe SS 
ey dra - gut— da__ Dram a - - vut— si. eg dra - gut, 
F. 2125 b), Bocicoiel, Erina si Iona Chiesa (15-18). Var. N°. 81. 
[Cf. NO. 79 b.] 
Andante 3253 
—— ett —— 
3 SS 
Suf-la— van- "% ro-mu - nu— Suf - 14-van-tu__ro-mu - nu 
=S eens 
Spu-su__mni - o - * Spu-su__mni - o— 


F. 2185 c), Oncesti, Marie $i Doica Dragus (18-20). 


Assai moderato Ap 70 


to SE pe 


Nu Xi man-drut_ba-nu - it, Nu Xi méan-drut__ ba-nu - it, 
F. 2174 b), Valeni, Erinad Moldovean si Dochité Marginean (18). 


’ 


Andante as 52 


Bb se “goguae a 


PEW is ay 
a 


F. 2198 e), Oncesti, Doicd si Marie Dragus (18-20). 


Leta 


C II. 3.() 


® 
Assai moderato @=72 eee | @) 
48. Geb emit ete pe ES 
Mandrut pa-na fie—ib-d'im,____ Mandrut_ pa-na ne—__ ib- dim, 
ee 2) acilte sa prereset r ae 
In tot_dzi nu—_ ve Chih ee in tot_ dzi nu he __ ve -d’em. 
F. 2171 b), Valeni, Erina viveden si Dochita Marginean (18). 
Aae ae he 126 i) 
49, or = 2 Sa 
| 
a scu - laj de ail aim = ite = yes 
ee 2) 
ee Sas: 
pe) z 
ma— scu-lai Re 3) di nea ta, Pe fie - eT ra__si pe cea- ta 


eae === sa eee 


Pe__fe- gu-ra si pe cea-ta, Si lu-ai coasa = ma-na, Hai, hai, hai! 
F. 2122 a), Visaul-de-jos, Marie Ardelean (ca. 25). 


8) 4) 
OMe hein peed ble gees IE 


laj laj laj laj (etc.) 
Poieni. Var. N°. 37. 


Andante Je 88 
(aaa) 


eis patie ie BESS 
© 


go Wee gn 


hei, Hej — do-ru - - le, 
F. 2198 b), Oncesti, Marie si Doica Dragus (18-20). 


“ TCE. NO. 66] 


Allegretto J 50 


Se Facial D) — 
ee: =] Se oe 


De-as sti can - ta ca) cul = cu, D’e-as sti “6 ta 
Se os aa 
_——=— eee Lee 

la la la la la la la. 


F. 1625 b), Ieud, Dumitru Goja si Vasile Dancugs (ca. 15). 


[ 75 ] 


Andante ae 63 


a 


Su-ci- te pa - ru- sees Su-ci- te pa - ru-tu me- u 
te te-me de bi-ra - u, te te-me de bi-ra - u; 


— a= a 


Ai hai, ce sa fac? Mi-s’o dat do- ru de cap. — 


ih 
F. 2169 b), Glod, Ioana Jur (18). 


Allegretto 2-60 eet 5 eS @ 


sso, donee raat fe et 


Zi - he man-dru ca_ si a - du, Zi-ne man - dru ca gi gan-du 
|e ere 5/5. == 2S] 
pw = Fs 
Jagelamlagea’ la la pine = oe la la la la la ae 


F. 2098 b), Ieud, Maricuta Protuc (16). 
1) 


Poieni, Ana Dunca (20). 


Andante J:92 earecere See 3 ; 1) , 
NE oe ee 
Co - dru-le cu frun - za la < - - 14> = 
hea? 
SSS SS SS 
— 
Co-dru - le cu frun-za la - ta, Pti - ce__t’ea-tra,__ 
i epee a ee 
(a SS ee SS eS] 
nu te__ba - - - ta, Pt'i-ce_ttea - = tra =aenwite™ ba tA. 


F. 2163 c), Glod, Marie Cocian (18). 


[ 76 ] 


Tempo giusto & 88 


Siig =) Pas La Came SSI enti Gan - destj, cd te-a- 
a 3) ) 
Ss) —_=- OSS 
ae ee LE a 
g 
du - na van- - -tu, Gan - destj,cd te-a du-na van -tu! 


= ee ee ra ee 


F. 2125 a), Bocicoiel, Erina si Ioana Chiesa (15-18). 


4 


Andante oak D 
53d. : : 
= see} 
Jas =» — Sa, man - drut, cd-i- ve - - - dea, 
2) 
J as ae 3) —“—— 


La - sa man- -  - drut, cda-i ve dea, Ce pla - te dra - 
ieee) 
4) C MITA i 
; ———— 3 ey 
go - stea mica.) (Ceapla -) fe dra =" p0-stea meal, 


F. 2160 a), Poieni, Marie Munteau (24). 


J-48 
Sree ee ee re 


F. 2180 b), Nanesti, Palaga Bot’is (18-20). 


[22] 


Allegretto 2-=70 ——— 
%., Ee 


Ma scu - lai de di- mi - =) nea Cerone (25 
ese + ze Da 
2222 
Aes Te = jp 
Ma scu- -. lai dees 'di= nue =~ nea ta Pe ne - gu- ra 
ee ee ae 
$i pe cea’ .= a," Pe ne - == “pu = ra si ‘pe cea = ta. —_ 


F, 2114 a), Visdul-de-jos, Varvara Braicu (19). 


Assai sostenuto Je 69-74 


F. 2092 b), Ieud, Maricut& Hotco (19). 


Poco allegretto d=84 1) ; 
——— a 
54b. 2 
Du - ce wm/as, nu Siti 5 Grn See aiit 
a poesia 
m’as, stiu 


sae 5 SS 


<@yiV0 Sy) U8 =e os ee na - i . = 20, 
Ines 9 os Age feb = = oarnees Des scale Sz 
* 


Sat 


F. 1625 c), Ieud, Dumitru Goja si Vasile Dancus (ca. 15). 


[ 78 ] 


Poco allegretto dm 60 


F. 2093c), Ieud, Maricuti Hotco (19). 


Allegretto Je 92 ) 
6+ SS Ss 


Bi - fe-j, Doam- fie, je 
ee 
: Bi - Hei, Doamite, a fe hie earthen te eer 
‘=e: ee ee SS eed SE 
eS SS ee SS 
XY 


; iis la La la la fy Rp (eee 


F. 2092 c), Ieud, Maricuté Hotco (19). 


zig 


Lu-mea_— nu te-oj su-du - i, 


a 


Ba - tar cat @e____ ray mficar %i, Ba-téar___ cat de rau mii-ar el 
Cuhea, Ioana Bizdu si Vlad (19, 16). 
= 1 
Andante 4-92 = So = Dar 
57b : 2S res 
: = a 
| -a-cej 4 ju- - -besc, 
: c ees 
ti [DAS ey) ee 
3 5 J 3 
ee : =e 1 [ = f aes 
nu: -VOr- -. jesc, Si) pa = = ri) =e til muvol-ne esc! 


F. 2125 c), Bocicoiel, Erinad si Ioana Chiesa (15 - 18), 


Paes] 


C Il. 3.) 


Allegretto ZB 1) 76 ® 
se. ep petee A er 
—ig 


Ieud, o fata (15-16). 


Allegretto 2-70 1) y 
ae eS cas 
59 = 
Nee lu it on ce hit ee 
® 1 

[ee ae ee ee 
Un fe cor dea a = u- rar Pe On, fa ta 

god 2) = as 
pres Sen= === SS 

w 


F, 2101 b), Ieud, Ioana Kis (30). 


Poco allegretto 2-=66 


60, pepe hg fe 


Frun - za ver-de ___ ma- G rean, Frun-za ver-de_____ ma -- gu - rean, 
oe ite = a =a == 
Ce = fi-cior ia - a Va - lean, Ce  fi-cior ia - ee - lean! 


F 2161 c), Poieni, Ana Dunca (20). 


Allegretto 


. peer rips 
SS SSS 


Teud, o fata (15-16). 


[ 80 ] 


pe Sn ee 
Andante 2=90 1) 


62a. ee 6 —— 


F 2181 b), Nanesti, Palaga Bot’is* (19). 


ett ape Sees ss = S| 


Oncesti, Marie si Doicd Dragus (18-20). (Cf. No.77] 


Andante 4=54 3 


Seite ih ee ee 
Ce 
Cie sk nes sm 


uu stie, cej do - Tu, 


cua - m: A - poj_a sti ce-i do - ru. 
F. 2136 a), Dragomiresti, Teana Zubascu (18). (Cf. No. 77] 
Assai andante J=%6 1») 


F. 2098 c), Ieud, Ioana Kis (30). 


[ 81 ] 


Andante #=90 Fluer 


emanates ee hd tess 


F. 2138 d), Dragomiresti, Dumitru Bercia (ca. 40). 


Andante sostenuto Je 50 


F. 2147 b), Cuhea, Ioana Bizau si Vlad (19, 16). 


Andante ae 58-62 


Dra - _—gul ee Se a ry Gr pal 


F. 2124 a), Visaul-de-jos, [oan Vlad. 


[ 82 ] 


Poco allegretto d.=74 LD 
Sa Se 
Cu - cu - le, pa - - sd - re vi - e, 
@ y 
iS SS ae = ee 
Cu=cu - “le, ash -ere vl - e Pe ci-ne-a - 
4 
—— 
SS 
vea ma - ni e, Pe ci = nel a = Svea mao = np = ‘ec, 


F. 2136 c), Dragomiresti, Marie Hener (ca. 25). 


Andante d =66 3 ») 


E 2163 b), Breb, And Visovan (ca. 25). 


Andante #=80-76 i) 
66. hits. aes ee 
Ci - ne m’o dat do - ru - - hi, mai, 
ee ae 
- ne mo ioe do-m - hy, Ji Tey Shale) ara 

ot =a SES 

plo - pu - lu, ma, - can frun-za plo - pu - 

Var — oe 

a : 
FE. 2126 b), Bocicoiel, Erind si Ioana Chiesa (15-18). {Cf. No. 50] 


[ 83 ] 


Andante J=63 D 


A - sa-1ra $si-a - lal - téa—— sar’ Tri cuci imi can - 


G 


a 


ti pe-a - fa - ra, Tri cuci imj can - ta pe-a - far’; _— 
Var.: 


F. 2149 a), Patrova, Meana si Nita Ardelean, etc. (15-20). 


Allegretto 2=108 ) 2 ee 


Haj - da, man-dru, haj - da, hai - da, Hai - da, man-dru, hai- da, hai - da! 


sub-fi - re, ___ maj, __ Pe cé stru - na sub-ti - re maj. — 


** =; Var.: 5 == 


F. 2102 b), Ieud, Ioana Kis (30). 


Andante a= 60 1) 2) 


aa 


Ba - ta te, man-dru-le, ba - ta, Ba-ta te, man-dru-le, bat’_ 


Trei gra - u - fe de_pi- per,__—«-‘Trej gra - u - te de pi - per 


Var.: ——__ = 4 


F 2146 c), Cuhea, Toana Bizau si Vlad (19, 16). 


[ 84 ] 


Poco allegretto 4.=72 5 
70a. ee gt == — =——: 

in ij - lo - @ cod - ru - - tui, 

ee ——= = Lod ar a= 
cu cod-ru - hy E-ste-un mar 

Eco A ‘ 

— == 
do-ru - thi,________ E-ste-un mar al____- do- ru - Nui. 


FE 2115 c), Visdul-de-jos, Varvara Braicu (19). 


Assai sostenuto J=69-74 
2) 


FE 2093 a), Ieud, Maéaricuta Hotco (19). 


Poco rubato pe (63) 3) 


Mult ma’n - trea-ba i - fi - ma,— mii, Mult ma’n - trea - ba 
a 
i - fi -ma,_— == D’e - par - te-i_A- ma - ri - ca, mii, 
SS eee 3 
ie mai! D’e - par - te-i_ Tle Cae == Taal? 


FE 2122 b), Visiul-de-jos, Marie Ardelean (ca. 25). 


[ 85 ] 


1A ld alas 


a a ae Le 1a 1a a a 1a la! 
FE, 2092 a), Ieud, Maricuté Hotco (19). 


Andante = 2 


ta - ta dor; == Nu-mj tri - me - te-a - ta - ta dor 
F. 2115 c), Visaul de jos, Varvara Braicu (19). 


Var: (J.=66) Ossia: 37 


F, 2161 b), Poieni, Ana Dunca (20). 


[ 86 ] 


Andante d =96 3) a) 


De - cat la Neam - tu cd - ta-na, De - cat la Neam - tu ca - tan’, 


last ij la la la 


i la la la la la 
F, 1625 a), Ieud, Dumitru Goja gi Vasile Dancus (ca. 15). 


cia 


F. 2161 a), Poieni, Ana Dunca (20). 


Allegretto 


ae 22a SS ES Se 


Teud, o fata (15-16). 


Andante ..0=96 3 
ore @ 


E - ste un iz-vor a - fund. 


E - steun iz-vora - fund, 


F 2096 c), Anuté Dunca (25-30). 


Andante sostenuto d.=50 )) 


Vani ee 


| 


F. 2143 d),Cuhea, [oand Bizau si Vlad (19, 16). 


[ 87 ] 


lla) 


Assai moderato #=76 +3) 
73e.* @ = fee Z 


Pli - Do-f oe i nee ee OC VON Ich 
a: a 
cag St = — 
Pli - Oke tien Se OS VO nici, 
F. 2130 a), Bocicoiel, Erina si Ioana Chiesa (15-18). 
Andante d=92 
1) 3) @ 
me 2) _—_@ —), 
TAa. i BH 
Man - dru-{4_ de pe-ste__ dea - 14, Mandru-{a de__ pe-ste__ deal, 
G 
oe EP tipi Ty 
ae dai-na si dai - nam, Si ja - ré dai - na, dai - nam! 
oe t a Pere Ses el 
FE 2144 b), Cuhea, Toana Bizau si Vlad (19, 16). 
Andante d-= 48 
joie 3) @) 


Maj bi-ne si____ fi fa - cut, gi Mai bi-ne sa fi 
F. 2168 c), Glod, Marie Cocian (18). 


Andante Ale 96 
3 


tea do - - mi-ca te-a 


F. 2169 a), Glod, Ioana Jur (18). 


[ 88 ] 


Poco rubato a 84 3) 


Teud, Elena Birlea. 2 [ce No. 62.a.b] 


Assai moderato =n 


aa 
aT . 
8a. i= 
Nu Xi man - 


ba - m- it 
22 Saas] E 
Nu %i______ man - drut ba - au-it Nu mij-aj_ fo’ ran - 
} 3 ee si 5 eT 
Gi = ie 1 Na) mn ay fo’ ran- du - l- it. y 
E 2171 0), Valeni, Erina Moldovean si Dochifa Marginean (18). 
Andante @=92- 100 4) 
on E ph E 
78b. oe 2s ee f 


coa - na din doj pa - rinti, 


Cu - - 
ae 1) 1) ss 


spe coa - din do, pa - rinti, Ce gan-d’est’, d’e___ 
= 4 - ad iD) 
ma - ritj, Ce gan - desti de te ma - rifi? 


a 


FE 2164 a), Breb, Ana Visovan (ca. 25). 


[ 89 ] 


Andante ¢=50 7 ——_.9 + 


719a.* 


maser (ol eee ae fm - ple - ti- ti-j__. _m& - - nan- tel, 
Poieni, Marie Muntean (24). 


Allegretto 4) 3 
79b. & == 
: Cia i 
eS ee esta aa ee Se 
Teud, Elena Birlea. (Cf. No. 45] 


Assai moderato o=n 4) 


laid Care De la 
E 2170 b), Valeni, Erinad Moldovean si Dochité Marginean (18). 


Andante #=90 
et) 
ee ete SSS 
Fa ma Doam-ne,_ce mi fa’,___ Fa m4__ Doam-ne, ce mi__ f2’, 


SSS ee, es 


Dai, - na, man - dra, $i dai-na,____- Si ia - ra daj - na, daj - na! 
aa aaa le ae 


F, 2181 a), Nanesti, Palagd Bot’is (18). 


[ 90 ] 


C Il. 3. 
"ag Sot Jak ®@ 


o 2S 


cé cru-ce li - fa D-incé cru-ce 


Seas SSS 
é - de-o 


phy HE =: 


Se - deo d-al- ba 


oe = ee 


co - nie ae 


Cul - ca 
<< 9 oN » ; 
La um-bra de * tran - da- fir, La um - bra de__ tran-da - fir. 


Var.: “=: rs coe s 


F. 2119 a), Visdul-de-jos, Marie Ardelean (ca. 25). 


Allegretto 


— 
3° = spite ef 


** 


Se gee See SS ————— 
a 
See eae ee SS SS 


Teud, o fat& (15-16). 


ag 


F, 2151 c), Patrova, Ileana si Nita Ardelean, etc. (15-20). 


Poco allegretto 4=100 


——3——_— 
85.* 5 
La fan - ta - na, la "@) - vor, 
- a 
se aes fr 2 eee ee 
Lay Fane -0 tae iA la 1Z)=" Vor. Do = ra =e 
4 
SSS 
doe nile: lee ee Map dre le TT 
SS eS EE 
F. 2095 b), Ieud, Maricuté Hotco (19). 
Poco allegretto 2=210 
a ees. 5) I 


86.* 


Var.: 3 = Pee a 


3 
F 2148 b), Cuhea, Ioana Bizau si Vlad (19, 16). 


[ 92 ] 


Allegretto 4-=68 Btn. 
87a.* a ae = 
Tre - ce do - ru gi ma’n - trea - ba, 
1 
———————— 
Tre - ce a ru gi ma’n - trea ba, Ta la lala 


—<—— BSS laanaainiiis 
= 


FE 2096 b), Ieud, Anuta Dunca (25-30). 


Andante Jieke | 8) ; 
aw 
— =- 
87b.* ———— ecm es 
Si De-as a vea__ _ un dra- gu - cio - m 
——— : 
De-as a - vea_un dra - gu -  cior A. Si-a- poi - na 
G eS] 
a a er es | 
Seda =e Na ee ee, Si ja ra,___man dra, dai - na! 
in 
Var.: 1) Ca 
FE. 2147c), Cuhea, Ioan4 Bizau si Vlad (19, 16). Var. No. 178 
Andante =p =50 
88a. Ge aes 
Svii, m&n- drufe, "G tu, stii,__._ $tii___ m@ndrul’e,  sfij_ tu,___ $l: 
2) 
Pa : : —__ = 
De caénde-ram  noj co - ts D’e__cande-ram noi co - pil, 


we fig ape testy 


E 2164 c), Gled, Marie Cocian (18). 


[ 93 ] 


Poco alll d=2 
o allegretto 08 8) 7 


1) 
88b. tr 
Ss Maj cu - cu - le su - pa - rat, Si 


j= la ao la la lala ee ee ee ee 
Var.: 1) CA 
F. 2094 a), Ieud, Maricutéa Hotco (19). 
Andante 8) ® 
ry : Pp oe a |S 


Hai, mandru-le Chit spoy—— .Ca= fe tal- ge - res pe 


eee es 


No - ya bu-ne,____u-nu-{,_— spart,_____ Ca_ toa-te le-am u-ma - rat. 
F. 2185 a), Oncesti, Anuta Goja (16). Var. No. 179 
{Cf No. 114] 

Andante J=2 VID 


fr. 

F. 2182 a), Nanesti, Palagd Bot’is (19). 
ere 

Andante Ja56 2) 


F. 2131 b), Dragomiresti, Erina Vlad (26). 


¥ z 
F, 2184 c), Oncesti, Marie Dragus (18-20). 


[pe] 


Andante ds 92 
91.* es Soe 2 eee eee =i 
u - zit man - dru 
ACS = zit - = are méan- dru eu, Oe Si-a- poi  ia- ra 
oN 
gan- du mi sa pu- fie, Sessile man-dru’n_ Ju - me. 
FE. 218i c), Nanegti, Palagd Bot’is 49). 

shore J=100 @ 


ix : SoBe: ae E ene mae - mu- li-ca “ 


Se eS 


Maj bi -  di-fa vi-n3'ncoat 


Hej, frun-zA si jar - ba, 


. @ 
veh BE orp iy Ete 


Ca -re i-bd'ie $i-a-poi la - sa, Ca-re i-bd’ie $i-a-poi la - 


ae SSS Se | 


Hei, frun- za $i Maj ee di- fa Vi - na’ncoa’. 


EF 2129), Bocicoiel, Erin si Ioana Chiesa (15-18), 


Andante #=63 D a9 5) 


2. SSS 


Mai man - dru -_ (le de tre, ani, 


ni - ma-mi____ stai, ___ De cand la i - ni-méa-mi - stai, 


EF 2186 c), Oncesti, Marie si Doicd Dragus (18-20). 


[ 95 J 


C Il. eg 


Andante 4-=69 
pene eee 
SSS SSS 


Var.: 


2 SPaeed 


E 2149 b), Patrova, Ileana si Nifé Ardelean, etc. (15-20). 


Andante pps 58 3) 


Eu cu man- dra nu duc _ bu - na, va - | 


—_ 


r 
E 2129 b), Bocicoiel, Erina si Ioana Chiesa (15-18). 


1) 2) > 
‘, = Se SS 
e 
Ci - ne sti - Cs poa - te spa ne.. 
| ———— 
Ci - ne sti - e, poa- te spu - ne, Ca - tu miss man - 
1 
— 
fer as. = == Se 
Cat in lu - - me, C4- tu mi-s méan- cat in lum’? 
Var. * 


E 2133 a), Dragomiresti, Erina Vlad (26). 


[ 96 


Assai moderato #=50 3 

< 3) 2 ay 1 

= 
. Su - - pa- ra- tu dela oa = lu - ma, 

: SS a 
Se Se 
Su - pa-ra-tus3 de o lu - na, Nu-s so - han cu 

oe 

° a 7 ae = 


vo - je bu - - na, Nu-s_ s0 - han =246.2-scu— vo- je bu - na. 
ero vars 


E 2132 i Dragomiresti, Erina Vlad (26). 


Saree Ses 


F 2170 a), Valeni, Erina Moldovean si Dochité Marginean (18). 


Poco allegretto d=84 


is Se a ere Sedan 


Ding’ ° ca - s2 3) Maga eles ees nhc - na, 


a a =e 


DV intr’ 0 =\cas'sa ma-mei —pli-na san - t’em = 


@ 
ee 


F. 2163 a), Glod, Marie Cocian (18), 


Andante #=92 
(0 Se ee 


sén - tem 


Mai ba - di - ta, de-a tay dor, 
cdg RE 
. Mai ba - di - fa, tau. dor 
i 53 
Ae eae Sa 
Fa - =ecé= = mas! flog - TCL) nC : col, 
SSS = 
as =e =! = 
Fa - =) cel mas’ floa - Tren o col; 
Var.: = 
-cl— 


F. 2126 a), Bocicoiel, Erina si Ioana Chiesa (15-18). 


Ler] 


Oils, 


Andante 4-=56 63) 
1 = Se 
Du = te man - = - ce oe 
er == SS = <== 
GC - drut, du - ce - te-ai, Pa Sapo edalana dai - 
—— —————— 


FE. 2147a), Cuhea, Joana Bizau si Vlad (19, 16). 


Andante J =56 3 


Ca Ma - mu- 
F. 2135a), Dragomiresti, Erina Vlad (26). 


Poco allegretto py 
fe 13) 


— EE Soe ee eee eee 


F. 2116 b), Visaul-de-jos, Varvara Braicu (19). 


[ 98 ] 


CII. 3. @) 
Poco allegretto J=69 


ver neni 


maj - 


ta 


Ta - je Maj - ca EMS es AR cocatt Vi- nu pe-ti to-rij mei,— 
' =f 
Ti-chi ti- chi tac, Vi- nu pe-fi- to-rij mei, (Ti-chi ti-chi tac 


SL 


1B 


r 
F 2153 b), Patrova, Tleana si Nité Ardelean, etc. (15-20). 


Allegretto 


lol. Gee SaaS 
a as 


Teud, o fata (15-16). Var. No. 114 
4 


ata J-=72 
Se 
02a, Gees aes pias Aig 


- ra - caj—i - ao ma mea,— -ta-caji - mni-ma mea,— 
7 so aS = 
eat a ai ees 
CA-ta-= ne 1a == (sd, “to; = spas Ca ta - ne nee ed 
Var. = ( 


3 
F. 2119 ), Visaul-de-jos, Marie Ardelean (ca. 25). 
d-=78 


ee 


F 2150 b), Patrova, Tleand si Nita Ardelean, etc. (15-20). 


Allegretto j= 


___ cu _peand su - ra, Cu-cu - le cu__ peana 


b 
va : @ Fs —— 
ae nga 
i dai-na___ dai - Si ja-ra dai - na, dai- na 


Sia _- poi dai 
F. 2136 b), Dragomiresti, Marie Hener (ca. O5\ ae 


ee: | 


C II. 3. ae 
Poco allegretto d= it 


l02c. Spree aren 


Sa-ra - ce__ bar- ba-t’e a - su! Mult esti gol_ si rup-tii - co-su. 


{i 


Oa-se - Ve — fi-s—_mari si goa-l'e, Neg-re pa- Ti - te de soa-re; 
E 2143 b), Cuhea, Iulia Szaplonczay (64). 


Molto rubato =(96-84) 
ae ato 4) = é 
103.88 pe 
SL I - ni-ma,i - mi-ma mé, may I - ni- ma, oe 
F —<—" 
ni - ma _ mé,_ maj malo 


- d&-md,nu ma du-ré mii, 


NC Ta =e — a 


maj—_ - dA ma, m madre, mai_—_ maj ___ 
F. 2100 a), Ieud, Iona Kis (10). 


Rubato 2= (100) 
a D 
1b. 3S 
Aj si Cre-steti florj cat gar-du- ri - le, ca Cre-stetj flori cat__ 


= Ss nes 


gar- du-ri ~ - Ie, maj a stu - pati pri - la- z-ri- le, 

S’a- stu- pati pri - la- zu- ri va suf - le 
pe FiaBareee eas 

van- tu-ri- - le van-tu-ri- - mal 

Var.: 


et 


F. 2185 b), Oncesti, Marie Neagra (40). 


[ 100 ] 


C II. 3. 
Molto cormbae 2=(160- 200) 


1030. $8 Ste tees tries fete 


a Cu-cu-le de ce nu cfntj,Cu-cu-le de ce a cAntj - u? 


= SEP aie Pee 


Si Doar’naj_ frun- za sa ma-nancj,__ er aa ae sa mananci-u? 


janie dinette try — 


Cl a less ee a do-ru-le dor, Si pe_ti- ne pu- ee > Till, maj 
F 2162 b), Breb, Ana Visovan (ca. 25). A ete ae ae 
Andante sostenuto J=50 5) 


Tu-na— nan ne, ces G - na,___—s-- Tu-na__ Doam-ne, ce-i tu - na?__ 


ar FEIT SaaS 


Si-a - poi dais nam, si Sie )a ara daj-nam, daj - nant 


EF 2145 c), Cuhea, Ioana Bizau si Vlad (19, 16). tr 


5 
Andante = ‘ : 


105. c=eae 
Pa-si- ri-cd de 6 plu-te, Pa-sa - ri - cade pe plute 
a eg Ce 
Spu-ne la ba - di- ta’n cur-te, Spu-ne la ba - di-ta’n curt’, 
Poieni, And Dunca (20). 
eo = 


Breb, Ana Visovan (25). 


Allegretto a =78 ee 


106. Ae SS = es pee 


oe ha-da’n_ su- pa - ra-re,_._ Du-te__ ha-da’n_ su- pa - rar’, 


G 
= == SS ==] 


Si mum-bla ba - dij’n— ca-ra-re, Si mum - bla ba - dij’nca - rar’. 
aaa | 


E 2150), Patrova, Ileana si Nita Ardelean, etc. (15-20). 


[ 101 ] 


Cis! 
Tempo giusto 2=240 ® 
or, at tat a 


Nv-i bai, nu, man - drut,nu-j — baj, — Sviu O nu ne-am 


eee Cee ee 


i-bdit - ai. 


ae eae ee 


Ne- am i-bd’it,c’am fo’ fie - buni, Ne- am i-bd’it, c’am fo’ fie - buni. 


Ne- am i-bd’it v’o do - ue luni, —— 


Ne-am i-bd'it, c’am fo’ ne - buni. 
F. 2114 d), Visaul-de-jos, Varvara Braicu (19). 


Andante ¢=54 Sy 


Pe-Unie Cal, Se SUE, ee eee Ca - fa - re- ste pe-un cal sur. 
F 2198 a), Oncesti, Marie si Doicd Dragus (18-20). 


Poco allegro 
as | — : ere bs 4) 


Man - dra’n_poa-rt’a-fa-ra, Ba- dea pa drumtre-ce, cu o-chij-1 pe-tre - ce. 
FO Oe 


Dike 
Oncesti, Marie si Doicd Dragus (18-20). 


[ 102 ] 


Allegretto J=60 4) 
———.) 
i10a. ——- 
Oa r) SF = 
Frun - za ver - de’n - tre mo - lizi, 
& ——S : = —S 
St ee 
Sing-) gure vamie==— fost! Ja ‘pale = “rint.c = Ja la la la—la la la 


‘am = Rene 
SSS Sas 


ja fa la ia la la Ia, Ta la la la la la la (la) la la la. 


F, 2160 d), Poieni, Ana Dunca (20). 


Allegretto J =104-110 


Foc te ba = ta: par = te 


Foc te ba- ta, par - te___ ré,__._ maj! -_Dai-na,mfn-drasi dai- na,__— 


4 oe ; 2) 


si ja- ra daj-na,_ daj - na,, Oi la la la—_tla la la la la la! 
ee 


es 
i 
F. 2102 a), Ieud, Yoana Kis (0). 
NAanesti, Palaga Bot’is (19). a Ossia: 


la lala la’ fa la la la 
Bocicoiel, Erina si Ioana Chiesa (5-18). Var. No. 134 


Andante #=54 3 a 


= 


F. 2187a), Oncesti, Marie $i Doicd Dragus (18-20). 


[ 103 ] 


‘Audanton ses 


A ist poj daj- nam 


aS eS 


gi daj - nam, i jae = ras das - nam, daj - nam!, 
F. 2145b), Cuhea, foand Bizau si Vlad (19,16). ¢. 


Andante a: 60 


aa tS 


je - e de 4,—,$Sia - poi dai- na 
ree y = : = 
gi dai - na, $i PER Sgt bry daj - na! 


[CF. No. 133] 


F. 2146b), Cuhea, Ioana Vlad si Bizau (16,19). 


Andante a: 84-92 


La bone tu cel din sus, __ La Bor-cu-tu cel din sus: 
F. 2164b), Breb, Ana Visov:z Sey Var. No.101, 
), Bre na Visovan (ca ) ' 3) [Cf No. 8c] 
Andante d:82 en Tp EES: 


115; 
Hei tu man- dru - Ne ST eSie a sit Se ae Se 
: APC oN aa 
=e 
Hei tu cn dru - i Stucalel ae na, man- dra, 
: See S263 
Sh ars na, daj na, daj_- nal, 


F. 2182b), Nanesti, Palagd Bot’is a a 


[ 104 ] 


C II. 3.4) 
© 


== 


lis, @ See ee iS 


Man-dra— pa-sa - re-i cu - cu, Man-dra—pa-sa - re-j cu - cu, 


3) 4X4 $) ——_—__— 
A Se 


Si-a - po, — daj-na si dai - na, Si ja - ra daj - na, daj - na! 


3 
F, 2148 a), Cuhea, Ioana Bizau si Vlad (19,16). 


Andante sostenuto 43 96 j 


F. 2143 a), Cuhea, Ioana’ Bizau si Vlad (19,16). (Cf. No. 131] 


Poco allegretto 2-58 


I - wni-ma su - pa - ra - cioa - sa, 
- fli-ma& su - pa- ra - cjoas’?!__— Mult tj-as da sa 
fij vo - joa - sa, Mult yas da sa fii vo - ioas’. 


F. 2100 b), Ieud, Ioan4 Kis (30). 


[ 105 ] 


Andante @ = 54 1) 
7) 3) 
119a. [SSS SS 
Cu oO - mu - fu, ca - re-mj____ pla - ce, 


(a 


fete ae 


o- ee ca-re-mj pla Mar’ la dra-cu, 
6)— 
g < 
2 
nam ‘ce fa’ = ce,—— Mar la dra - cu, n’am ce faci. 


Poieni, Marie Muntean (24). Glod, Marie Cocian (18). 
Andante 2) 6) 
SS SSS er = 


Pa-si-re de pi o- gor,___—S>s— Pa - sa-re de ____ pa__o- gor; __ 
Valeni, Erina Moldovean si Dochitaé Marginean (18). Var. No. 135 
Allegretto #= 100 D ed 


ry 
A Draga mij cari) - manpai-du - re, Drag mij carj - 


ma’n pa - du - Lu - tae met haj ! C& beay vin si 


er 


m4-nanc mu- re, Ca beayvin si ma - nanc mu - re, Lu- Lu-mej hai hay! 
F, 2146 a), Cuhea, Ioana Bizau gsi Vlad (19,16), a 


[ 106 ] 


Andante 4 = 60 2) 
12la. : 


ra-ma - nea, At. = de-ande mar “Ta=mas-. néa! 


F. 2186 b), Oncesti, Marie $i Doica Dragus (18-20), 


Andante d = 58 2) y 


nu liq —bi e, So - ha-ni-td = ne id? Som: 
F, 2131 a), Dragomiresti, Erina Vlad (26). 
Andante o = 60 3) 


F. 2186 a), Oncesti, Marie si Doicd Dragus (8-20). 


[ 107 ] 


C II. 3.G) 


Poco rubato d = (88) » = @ 
2. SS a 
1) = 


2 


eS ee ea 


La fon.: Var.: 


F, 2198 d), Oncesti, Marie si Doicd Dragus (18 -20). 


Andante 2 = 100 


ase ; ae 
124. 2 SS ESS === 5 


t, 


dri - or, cand 


—— Saat 
Haj, maj —___ mn - dra, gi daj eh ee 
= 3 =F ee eae pa a | ig 
= 
Si ja . ra dai - Nas Gall nad 
Var. 


F, 2183 b), Nanesti, Palaga Bot’is (18 - 20). 


Tempo giusto d= 69 
ae 4) 


S4n-Gjor - gju, 
F, 2098 d), leud, loana Kis G0). 


Pa - sti-le gi San-Gjor - gju, 


Oncesti, Marie Dragus (18-20). 


[ 108 ] 


Andante ae = 50 


Frun = zu - Ca ver - de de a a. TRA 
a 
Nu-j bu - na dra - go-stea mul - taé,__ Sa —____ va = jle= ste, 
5 5; i 
SS SS 
ca sa uj - ta: Ra-mai cu i -  ni-ma frip-ta. 
F.2126 c) Bocicoiel, Erina si Ioana Chiesa (15-18). 
Allegretto o-=78 — 9D) 
) 
T 
ASO 32 ee eee oe eee ee eae 
Ma - ie - ran de sub diene. : 
= a SSS 
Ma - ie - a dea suberde. lute ——= Ce est’ su- pa - 
1) 
=e ? Siete Ss 
rat, man - druf, Ce) esti Su) pa) =) rat, )man! = drut, 


F. 2150 a), Patrova, Ileana si Nita Ardelean, etc. (15-20). 


= 


Nanesti, Palaga Bot’is (18 -20). 


Andante d = 92 


126c. Z : 
M4an -drut, de man - re) es ta eC 
a —o AGG pees 
Man - drut, a min -_ dre- le ta - €,—$ka-po, day - nam —__ a-po,  daj - nam —__ 
- nam ra dai - na, daj - nam! 


F. 2144 c), Cuhea, Ioana Bizau si "Viad (19,16). 


[ 109 ] 


Rubato = 100-90 lunga 
aN ’ 
= a 
Si Vaj, sd -ra - ca pri- ma - va - ra, bu 


OF 
=e aaa 


Vato Sd. tae = ea pri - md - va - ra! Ca Ja la la la la la 
63 
me lo RS 
la=—la la | la lta Nie i a (la) 
F, 2096 a), Ieud, Anuté  Dunca (25 -30). 
Molto rubato 
Aw 4) ri, - i a ©) 


F, 2169 c), Breb, Ana Visovan (ca. 25). psi 


Allegretto d- + 16 


128. ——— = = 
+) [ne DA aeeraeentet ne 2 
= 3) 
Im - pi - ra - te, =) Spa < raYs fel; —_ na,  méan- dra, 
a 
= ee Sera 
si daj - na =~ ETE St ja - 1m main = daj- na - re! 


Var, : Ue 


= 


Ej gi Im -pa - ra - te €tc.) 
F, 2105 a), leud, Gheorghe Hrusca (51). 


EF 10°] 


Andante 4: = 58 5) 
Mult mij ray si ® nu mid bi - ne, 
2) 
SSS er ee ee 
Mult mij ray Si nu mij. bil’, Nam ce_ spu- ne 


F, 2124 b), Visaul-de-jos, Ioan Vlad. 
Bocicoiel, mai multe fete. 


Assai moderato e = 58 6) 
130.* SS a 
Fa - ta mea, —— fa-ta cea fru-moasa- - 


se eee 


ce-rut o un di - ray. ma-ma, di-ra - 


& eS ee Bs SE =: | 


Nu ma duc du - pa dan - su, fa’ le-gea cu drep - tu. 
F. 2129 d), Bocicoiel, Erina si Ioana Chiesa (15 - 18). 


Andante @ = 53 


131. geereete tere Seep os 
pS 4 ace, 


F. 2189 a), Oncesti, Marie si Doica Dragus (18 - = (Cf. No.117] 
Allegretto d= 100 3 
a 
132.* 2 ==aaee 
Fa - ma, Doam - ne, ce. mi fa, mai, Fa-ma, Doam-ne, —_— 


Se ee a] 


ce mi fa’? Fa ma val’ cu——ne-gu-ra, maj Fa ma val’ cu_— ne-gu-ra. 


fa; = (ae 
F, 2128 a), Bocicoiel, Erina si Ioana Chiesa (1S - 18). 


iS Ui a ae ee Se fae es I 
i bun-da, ia bun-da, I -ta bun-da, 


Ei ja bun-da. 
Patrova, Iieana si Nita Ardelean, etc. (15 - 20). 


aan 


Andante 4: + 56 Pee pe 1 
133. 2 = 


Cr -wne nu stje ce-j____ slu - a = toy 
SS feo lB SS 
Ci = ne nu stje, ce-j slu - ji - tu, Poa-te sa - - 
=e el 
= == ah SE 
ta pa - mn - tu, Poa - te sa . ru - pa - man - tu. 
F. 2135 c), Dragomiresti, Ileana Zubascu (18). (Cf. No. 113] 


Poco allegretto “5 61 


134a. ee eat 


Frun - za ver - nu 
2) ere 


ePaper 


Nam a-vut in sat samipla - ca, 


ta 


Frun - za ver-de nu ca 


Nama-vut in sats&mjplac’, Daj-na,mandra, si daj-na, maj si__maj! 
F. 2134 c), Dragomiresti, Erina Vlad (26). 


Oncesti, Marie Dragus (18 -20). 


Poco allegretto J=52 JES 
ZS Ps <a 
134b. : 
% in lu - me, nu mni-i_bi - fe: 
nu mni-i bin’, Vin a- ca -sa, mam la ci = ne: 


| Qe 
reds a 


Vin a-ca-sa, mam la ci-ne; Margin lu-me, namio- sag, —— Traj-la -_ la 
F, 2151 d), Patrova, Ileana si Nita Ardelean, etc. (15 -20). 


Var. No.110. 


ria") 


Sie 
— 


Andante P = 50 


i 


man-dru - le’n jos 
j méan-dru-le’n_______ jos pe___ va- le, Cow siae-)cut=may 


ze - rea floa-re Co fa - cut ma - ze-rea_ floa-re. 
s _———___ Val.: Ossia: 
F. 2124 a), Bocicoiel, Erina si Ioana Chiesa (15-18). _ Var. No. 119. 


i D I. 


Jocul fecioresc 


Violino si 
Presta oes Guitare * 
x 
ry a d 2 lf > 5 ax vo 


F. 2189 b), Oncesti, Patru Dragus (28). (Cf. No. 141a.] 


meen 


Jocul fecioresc DI. 


Violino si 
Guitare 
Presto d+ 176 la 6 ib 
 —— a. UL ee 
4, ile : LP o . 
ft tt eet 


—— oT 
a att 
== a 


Var.: 


veel Mewie 


F. 2189 c), Oncesti, Patru Dragus (28). 


Ruseste 
Violino gsi 


Allegro = 140 enare 
a 


F, 2195 c), Oncesti, Patru Dragus (28). : (Cf. No. 143b.] 


Presto e| = 192 Fluer 


Jocul fecioresc DI. 


vais: val 150 Fluer 


—— SSS SS = Sy aS 


etes (a4 é 
=e eee eae 


De baut DI. 


Violino gi 
Allegretto d=132 Guitare 
i 


14la. 


apre simile 


F 2193b), Oncesti, Patru Dragus (28). (Cf. No. 136] 
De baut 
Allegro J-140 ees 
g . Violino 
an t be 1 
a ae — a a 
141b. ot = = 
la la 
“aw a ae a — ee "aw = = =: 
@ 


aes =< 


[ 116 ] 


F.2179d), Valeni, Gaygile Marginean. 


Jocul fecioresc 


Violi 
Molto allegro d=152 Na iolino 
f 


Par7y 


F. 2106 b, feud. Vasile Barani (38). 


[ 118 ] 


Jocul fecioresc DI. 


Allegro d= 140 Dramba 
la Ib 


als — simile 


. “y ES ali = 


a er 
7 [ope see iow 5 fo 


le 


poceory? fF Ceor? for 


wy SOR iLO aaah 
ey ae eee ere me 


F 2103a), leud, o femee. 


Allegretto d= 94 ia 
oe 


Invartita 


F.2111b), Ieud, un om. 


De baut Violino si 
it 
Allegro d-138 la Guitare 
— a ae =a 


143a. 


{— 


rsempre simile 


f) » 
oc 


ey—it—— 
SS eS ae 


F 2192 b), Oncesti, Patru DrAgus (28). 


F120} 


De baut DI. 


Violino si 
Guitar 
Allegretto J-138 la 
ae — 


F 2192a), Oncesti, Patru Dragus (28). (Cf. No.138] 
xRt 
Hej, si Na, E - ster, un CO" To = nas, Na, E- ster, un 


De baut 
Allegro 2-140 x Violino 
erry, = 
; 
= ae eee 


F, 2179 e), Valeni, Gavrile Marginean. 


De baut 


Allegro moderato d=112 Violino 
Cg 


L ta | 


“Batuta in palmi” DI. 


Violino si 
Guitare 


Allegro 144 
4% 


Bea TSS =sS===5 


146a. 


f 

SS SS 
Be SS 

== SS 


fax 
NSP, 


F. 2156 a), Poieni, un tigan batran. 


Invartita batranilor 


Violino si 
Presto 4-190 la Guitare 


146b. 


ys Geng Cyt wr 
reeren aire 
eee eee 


[ 125 ] 


— a a = ee a 
ee SS 
—_ ee Se 


F. 2153 d), Poieni, un tigan batran. 


[ 126 ] 


“Batuta in palmi’”’ DI. 
Violino gi 
Allegretto 23138 ia Guitare 


F. 2112 a), Ieud, Vasile Barani (38). 


Fae? 


Jocul fecioresc DI. 
Violino gi 


Guitare 
Presto 2180 la Ele 


ad 
Hee = 


147a. 


F 2141 c), Dragomiresti, Dumitru  Bercia (ca. 40). 


[ 128 ] 


Batuta din palmi DIL 


Violino gi 
Guitare 


fae 71 


Allegro 4:138 la 
os 


Jocul barbatesc DI. 


Violino si 


a Guitare 
Presto @-176 


148b. 


[ 130 ] 


pL Gaited 
pel teeaitearus 
ae eins 


F. 2168a), Glod, Patru Covaci. 


Jocul feciorese 


oat 0 molto eile 160 la 


SSS SS 


F. 2138 c), Dragomiresti, Dumitru Bercia (ca.40). 


f age 


Invartita DI. 


Presto d 2192 4 2 
= 


F. 2141 b), Dragomiresti, Dumitru Bercia (ca. 40), 


Osaneste Violino si 
Presto #=192 i. Guitare 
r ee ae ta ee a a eT a ge: | =a 


by Be Soares 


[49 — 0 sem re simile 


ae Se 
—— 


Osaneste Violino si 
ig Guitare © 
a= 
Presto 4=190 a + i 


F. 2178 b), Va&leni, Gavriie Marginean. 


[162 


Osaneste 


Allegro molto_#=152- 160 la 


F. 2175 b), Valeni, luon” Nemes. ; 3 
é Invartita 


oe 2180. 


crs oe sempre simile 


plata dasa ae 


[ 133 ] 


ge 0940125 6 88S 


pve a = i: ccs c fhe SS 


De baut 
Violino gi 
Guitare 
Allegro d=144 la 
Ip = = eee ee 
ae te <= 


LA dk }— 
Ke = Saat — ——S 
Ser ee 


ee at 
— 


F. 2191 c), Oncesti, Patru Dragus (28). 


[ 134 ] 


Invartita DI. 


Presto d:192 la Ib 


F. 2176 c), Valeni, fuon Nemes. 


Invartita 
Violino si 
Guitare 


Presto 2-200 


: aGGulia 


154b. 


[ 135 ] 


F. 2190 a), Oncesti, Patru Dragus (28). 


[ 136 ] 


DI. 


Invartita 


Violino si 
7 * 
Presto 4-200 Guitare 


154e. 


a a, 


a 


[ 137 ] 


F. 2190 b), Oncesti, Patru Dragus (28). 


[ 138 ] 


Jocul fecioresc DI. 


Presto a 180 


_— — 


155a. 5s 
de = = = 


V iolino 
— av 


F. 2165 a), Glod, Patru Covaci. 
Presto d=180 la Ib 


Invartita DI. 
Presto d= 192 eS Fluer 


156a. 2 


F. 2138 e), Dragomiresti, Dumitru Bercia (ca.40). 
Invartita 


Presto a: 152 & 


F. 2138 a), Dragomiresti, Dumitru Bercia (ca.40). 


C1419) 


Batuta in palmi 


Allegretto d=130 : Fluer 
a a 


ees 
+e tases, 


F. 2148 d), Cuhea, un fecior. 


Allegretto d=104 Fluer 
a la 


F. 1624 a), Ieud, Deaee Goja (ca.15). 


ocul ursului 
Allegretto Z: 124 J 


F. 2120 b), Visaul-de-jos, un figan. - 


~~ 


Allegretto @=100 la, 1b 


on 

Jina? SS 2S See fe 

1. =r ae Ge eases Gee Sees Oe ee 

SSS, 2S Ss ee oe ees Ss Se ee ee 
ES: EE ea — 


A-tunci canta mai_ cu - ci-e, A-tuncj cantd méai_ cu - ci- e. 


A = iw 
F_ 2151 d), Patrova, Ileana $i Nita Ardelean,etc.(15-20). I. 


Joc barbatesc 


Allegro d=120 la, Ib 
=a SaaS Sala “. ao aoe ae. "pea = 


Cu O-ga-nu nu te da,—_— Cu (Ola - nus ine veiday 
F. 2151 b), Patrova, Ileana si_Nita Ardelean, etc.(15-20). 
Violino si 
De baut 
Allegretto =130 la, Ib Guitare 


159b. 


F. 2194 a), Oncesti, Patru Dragus (28). 


Batuta din palmi 


108 


Allegretto d 


ru-le, nu! 


~ Nu-mai nu,do - 


5 


pe - ri - sor. 


-gor cu 


= Pi 


Me 


@ Braicu (19). 


arvar 


V: 


-jos, 


Visaul- de 


2116 a), 


E 


Allegro moderato 


F. 2116 c), Visaul-de-jos, un figan. 


[ 144 ] 


Invartita DI. 


Presto ee Violino 


f\ # 
SS a 


ie a +--+ mee Seay EY Ba Sey See 
ta = SS ae ee = 4 = =o oS <== - =) 
fan’ 


———o pag? |g 


e+ 
is es ry ra) jo 
an — ae Pe SS Se Sa 7 See ey ee | 
oO = SS sz. seen <0 + dy 4 
a a = 


— EE 


Ee Se 
eS 


. BESS ETGeS Sek See 


== Gx ai Gm Ras Se Ses 


Violino gi 
Guitare 


161b. 


BY ae SS aS 
Sey a See ee eas eS 


SS — 


F. 2167a), Glod, Patru Covaci. 


[ 146 ] 


Jocul fecioresc DI. 


Violino si 
Guitare 


Presto af 180 pa 


ie Bae 
far’ 
SS 


Pt g 
en SS TD 
2 ee Se a 

— —_ ee 


F.2165b), Glod, Patru Covaci. 


[ 147 ] 


Batuta din palmi DI. 


Violino si 
Guitare 


Allegro molto d=152 


a ae 
6 5 
= = : 
la 


162. 


163a.* 


ras aS ae HA 
Sea Otis 
= we Oe 
Hej Pa-ha-ru-fu cel cu—toar- t8,— Nu-mainu gi ja-rd__m! 
Pu-fe te-alcu  ca-pun_poar- ta. — 
F. 2134 a), Dragomiresti, Erina Vlad (26). 


Bi-ne-mj pla - ce vi - nu - tu_— maj Cand il beau cu 


F 2115 d), Visaul- de-jos, Vavara Braicu (19). 


[ 148 ] 


Allegretto d= 88 


Ma-ma_mi-o fa - cut o-tii___._Hop,do-ru-fe, hop! 


Sin-tre_ strei-fhi de mi-oj %i ___ 
Sa ma _mén-géi cu dan- sij ___ I. 


F. 2173a), Valeni, Erina Moldovean si Dochifta Marginean (18). 


Allegretto d=116 


Pe ba-nii lu si-a mej — ba! ___ Nu-maj nu $i ja- ra nu!_ 
F.2128 d), Bocicoiel, Erina si Joana Chiesa (15-18). 


. Dull 


Cre- steti_flori pa - n&n tru-pi- na, Si sa-catj_ din_ ra-da-ci - na! 


Cre- steti_flori cat gar- du- ri- le, Nu voi__cjun-ta = var-vu-ri - le. 


~~ 
fa eee 
H 22S 5 

+ ——— 


F,2128b), Bocicoiel, Erina si loana Chiesa (15-18). 


a0 Ake 
Li. 
os 


De baut 
Allegretto 4:63 7) 


164b. 


Si Du - ma, Doam - ne, si ma la - sa, 


Du- m4, Doam- ne, si ma Lae SA. Un- de-j__._— ra - chi - 


u pe ma - Sd, Un - de-j— ra - chi Tipe asinas, 
F, 2127c), Bocicoiel, Erina Chiesa (17). 


[ 149 ] 


De baut Pata - 
Allegretto d=132 


L64e, jig 
SS 


Oncesti, Patru Dragus (28). 


De baut Violino gi 
Guit 
Allegretto J=132 : bh uitare 


164d.* 


y 2 
ase! SS ee ee 
a ee 


TE ees SS ST 
oe ee 
=== eee Sani Se 


F.2192 c),Oncesti,Patru Dragus (28). < Violi Z 
iolino gi 


De baut ait 
Allegretto d= 126 eS pc 


yap =? poet tt fo 6 = A ee ee ae aes eS 


165. 


[ 150 ] 


2 oS a 


F. 2193 cc), Oncesti, Patru Dragus (28). 


Ardelenescu ’ 


Allegretto d=138 Violino gi 
~ D pe Guitare 


$B 21 Sana Slee ss ess 


{es by = 
Cy eu" Ope o ws 
Sa “SB Per ES 

ast 


166. 


F. 2194b), Oncesti, Patru Dragus (28). 


[ 151 ] 


Violino si 


D Il. 1. (1) 


Jocul ursului 


F. 2110a), leud, Vasile Barani (38). 


Jocul ursului 


138 


Allegro d 


Fine 


Da Capo al Fine 


av 


ee 
q 


Da Capo 
al Fine 


an. 


a 


F. 2158c), Poieni, un figan batr 


[ 152 ] 


Jocul lui vili DII. 1. Q) 


Violino si 
Presto #:200 D Guitare 


168. 


F. 2195a), Oncesti, Patru Dragus (28). 


Jocul ardelenesc > Rives 
Allegro moderato 4=100-96 1. 
OV ae, AY Mit Ne dallas i eee ange 


2 se ee SS! 
SS Gl Ba SS ee | 
{ee |_| 1} 

_ ~ ee i Se 


= oe Le 
SS Ss SS SS SS SS SS Ue Oe ee OES) aS eae 
al oe eS ee | ee ee | 
SS SS eS ee ee eS ey Se) | ee 8 ey ee | 
NEE ES SS | ee ES Se OO ed ee | en ees 


F 2142 d), Dragomiresti, Dumitru Bercia (ca. 40). 


BarsAdneasca 
Allegretto 4: 120 3) Fluer 
Se 
Se =a K 


F. 2111 c), leud, un om. 


Jocul ursului DALE Q) 


Violino si 
Guitare 


Allegretto d= 126 +3) Pe @ 


Se ee — 2 
ne eens a S| ES —— Hl GE ) T e  ” 
| ee} tt ae ee SS ee SE Pe 


SS SSS EE SE ee 
D Ci Ce es Le 
= —— 


F. 2195 b), Oncesti, Padtru  Dragus (28). 


Jocul feciorese 


Allegro molto o=152-160 
1) 


eR JG) eS SS ES SS Ss SS a = a = 
7S bo ees i ee ee 
Jai a: ee ee 


) 
J CS EES ES 1) ai ee ee ee, 
Sa ss —ae aa eS ee —_ EE ee eee 


ee SB SSS Se ee es ee ee = ee Gee ee 
Ns RSS 1 a ES a ee =) a en ee eT 


F.2175a), Valeni, Iuon Nemes. 


[ 154 ] 


Jocul fecioresc D Il. 1. @) 


Allegro molto J=168 Violino 


—— 


a az 
=e oe 

aS Se SS Se 

Co Ss — as 1 Sees 

SSS Oe eS ee oe 


ee ee ee (EE 
—— 


a |S | Ses 
SSS 
= > {| 


[ 155 ] 


F. 2154 a), Poieni, un tigan batran. 


Jocul fecioresc 


Presto o-170 4) Violino 


= ee. ee ee ee ee ee ee Se a 
ee ee ee 
SS a aS Se a ae eT SS A a 

SS a a | = 1S Bl ee ee 


F. 2139b), Dragomiresti, un tigan. 


[ 156 ] 


Jocul fecioresc D II. 1. Q) 


Violino 


Allegro molto d:160- 168 
oN 


F. 2154), Poieni, un ftigan batran. 


SS ae 


a=. 
a 


ASI ne eee 
———— SS 


————— 


F. 209 c), Visaul-de-jos, un figan. 


Las7*] 


Jocul fecioresc D Il. 1. Q) 


Molto allegro d=152 Violino 
—~ 


b 


G =_— aa. 
” ame BP = 


== a es eee o——_*—2—_S— 
——y 


es SS Se — 
eee 


SS SS SSS SSS SS es eee — ——— = SS a Se 1 

————— —— > SSS 

SS SS SS Se ee ee Ge ee ee 
ee 


F. 2106 a), feud, Vasile Barani (38). 


Presto d=184 Oe 
pas 


eS 2 SS SS 
as 

at ae ee ee ee ee ee ee ee ee ee eS 
EE 2 ES PP (ee : GEE SRE eS Re SS (ENS |S Fe) al ae ee 


3 3 3 


F 2139a), Dragomiresti, un tigan. 


Invartita D II. 1. Q) 


Presto +190 Violino 


4 
2. SS © SSS See ae l= av ae 
eS A FSS SS 


= = 


o mA, Bases 
a a a ESS ES Ss Se 
Ef 


vi 
a Z: a = SS SS ee ee oe AS Pt et 
2S 2 Ee ES ee ee ee 
Se eS SS ee 0 ee eS I ee Se 
Se SE ee SS ae 
3 


F.2154b), Poieni,un tigan batran. 


Invartita Violino si 
Presto S 184 juts Guitare 


173h. 


Sat 
= — 


F.2108 b), leud, Vasile Barani (38). 


Invartita batranilor Violino si 


Guitare 
Presto A 192 4) 


Var.: w 
ars é 


rot 
pt ot tf i $a | 
ee SS ee 

Se 


F. 2166), Glod, Patru Covaci. 


[ 160 ] 


Invartita D Il. 1. @ 


Presto d=192 se ~ eee 1) 4) 


SSS] SS = 
—w ——a 


—_ 


—_—4 
= See oe ee . 
ESS eee ee — 
[aes Gee Ss ee 6 ee ee a ee ed ee 
SS SS SS Se ee ee ee es ee ee 
—— == —— —— — 


Invartitura Violino si 


Presto J=192 Guitare 


F. 2167 b), Glod, Patru Covaci. 


Invartita 
Violino gi 


Presto 2-200 : 
es Guitare 


F.2190c), Oncesti, Patru Dragus (28). 


[ 162 ] 


Invartita Dif. 1. Q) 


Violino si 


Pres = ; 
resto d 184 ee 5) Guitare 


174c. 


Se ee ee 


F. 2108 c), leud, Vasile Barani (38). 


[ 163 ] 


Invartita Dil @) 


Pi i sto ds 192 5) Fluer 


174d. tS ae = 


a =—, 
1 aa SS SS SSS io. f—) 
OE = SS SSS eS SS SSS SS 


=a 
A 2) ST {Te $$} + 


F. 2142c), Dragomiresti, Dumitru Bercia (ca.40). 


Jocul feciorese 
Allegro 4-140 


o 8 Mey 


F. 2106 c), Ieud, Vasile Barani (38). 


Jocul drustelor 
Presto 4-180 Violino 


|) eet 2 > 


{) # > U > 
7) Se 2S Ee Een ees Were 


16 
> 


F 2121b), Visdul- de-jos, un figan. 


[ 165 ] 


DII. 1. 


Invartita 


) 


a Te 
a wat 2 eens 


F. 2129c), Bacicoiel, Erind si Ioana Chiesa (15-18). 


Jocul barbAtesc 
Allegro 2120 5) 


177a.* 


els @ 


en l/s 
Zs fae Ss Ss Se SS eS SS 


o-ru-Te!l— Nu te ta-re scu-tu- ra, Nu fe fa-re scu- tu — fa. 
F. 2152a), Patrova, Ileand si Nita Ardelean, etc. (15-20). [Cf. No. 31] 


Allegretto 2:200** 1) 


Te 


1 Mai cod - ru 


SS  — = ee i Pe a Sr aa —— ae aS ee SS aaa 
i —~——- ee ee 
oj—_—_ > — oi o_o _ ie ro 
pf] SS ee ee ee 


vant, 
F. 2094 c), leud, Maricuta Hotco (19). 


[ 166 ] 


Batuta in palmi 


Allegro moderato 4-108 


F. 2148c), Cuhea, un fecior. 


“De baut”’ 


=136 


Allegretto d 


1) 


a ST se 
—— ee ee co 


F. 2159 b), Poieni, un figan batran. 


[ 167 ] 


Thanet DIl.1. (a) 
Violino si 
Allegro J=132 D Guitare 


Yeon I = seo 

Sse SS I a JS a a SS eS ee 

fa — = SS ees ee ee SS ee es ee ee SS SS 
SS = a a 

Ee RT eT: i = SS SS —— 

= 8 = ee a | —— 


a i eee 
SSS pre Da Capo 
le — 


Violino 


SF SSS See ES 
Eames a .—— ae ee Pee) 
= rj  —— a | 
sae — st im = 


F. 2121c), Visaul-de- jos, un tigan. 3x 


[ 168 ] 


178c.* 


F. 2120c), Visaul-de-jos, o femee. 


Allegretto a: 104 


178d.* 


Mai Neamtu-le! nu faci bi- ne, Mai Neamfu- le! nu facj_ bi - ne: 
F. 2149 c), Patrova, Ileana si Nita Ardelean, etc.(15-20). 


Allegro moderato d-12 5) dq) 


Pen-tru man-dru, ca mmi-j drag, Pen-tru man-dru, ca miii-j drag, 


ihe 


F. 2121 c), Visaul-de-jos, Marie Ardelean (ca. 25). Var. No.87 


Violino si 


Invartita po 
= 
Presto J=200 ) > in 


F. 2191a), Oncesti, Patru Dragus (28). 
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DIl.1.Q) 


Jocul lui vili 


Violino 


138 


Allegro J 


atran. 


un ftigan b 


> 


F.2158 b), Poieni 


Violino 


d 


Jocul lui vili 


Presto J-210 


avrile Marginean. 


Valeni, G 


F. 2179a), 


Lo) 
i} 
— 
o 
- 
is} 
© 
Qu. 

o 
=| 
— 
| 
o 
° 
Lar 

\o 

= 

= 

° 

2 

Dp 

o 

i=) 

Ay 


F. 2111 a), leud, un om. 


L 1z0") 


D Il. 1.) 


Jocul nepoatelor 


Violino gi 


fet 


as 
SEE BE es ST 


F, 2108 a), Ieud, Vasile Barani (28). 


ese 


Invartita batranilor D Il. 1. 3) 

(4) 

3) Violino 

Presto is = 192 wasted, ry 


1. GEE! SS 
(qaigeorerer 


Saeed Geet eks Oh ot eles —— 
it te pt 


F, 2159 a), Poieni, un tigan batran. 


Jocul nepoatelor hoot 
Violino si 
Presto o = 184 4) Guitare 


F, 2109 a), [eud, Vasile Barani (38). 


fa72y) 


Jocul nepoatelor D It. 1.4) 


Violino si 
Allegro molto @ = 152 ey 


F, 2158 a), Poieni, un tigan batran. 
Tropota babelor (nepoatelor) 


Presto d: 192 Fluer 


F, 2177 a), Valeni, Alexa Petreus. (Cf. No. 6a.] 
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D Il. 1. @) 
©) 


Presto oe 200 5) Violino 
b b 


F, 2179b), Valeni, Gavrile Marginean. 


De baut? 
stearette # = 84 )) 


Dra - go -stea  noa 


Dra - go - stea noa ~- stra’n za - dar; 


e ao ae 
ae 
Se 
SS See ~ | 


Yen 
Se Beas 
AS? GBR SS Soe prerre 


goo 


See 
F, 2138 b), Dragomiresti, Dumitru Bercia (ca. 40). 
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Invartita batranilor 


aaah a = 148 Coes 


F. 2159 c), Poieni, un tigan batran. 


Ardeleneste 
Allegretto # = 100 » Violino 


F. 2179 c), Valeni, Gavrile Marginean. 


Jocul “‘batranesc”’ 


_ Allegro = 152 


F. 2140 a), Dragomiresti, un figan. 
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Invartita batranilor D Il. 1. ® 


Violino gi 


Guitare 
Allegro molto @=170 5) 
1) 


A a 
SS SS aS 4 
NS ce EE BE ne ee a 


F, 2166 a), Glod, Patru Covaci. 
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Jocul barbatesc (apsaneste*) D ile 2: 


Allegro molto @ = 152-160 Violino 


“ 
—— 
— — 


a 


7 ae es 


ati — He 5 
SSS 
= 


F, 2155 a), Poieni, un tigan batran. 
iD HE 
Invartita 


Presto @ = 200 Violino 


F 2178 d), Valeni, Gavrile Marginean. 


az 


Invartita D Ii. 2. 


Presto e = 200 


&> are er 


ag ae je SS 


F, 2191b), Oncesti, Patru Dragus (28). 


Jocul barbatesc 


Allegro molto # = 168 : Violino 
——_s 


i or 
YJ te 0 == 

23 SeSccc5 
NS, —ens 


F, 2155 b), Poieni, un tigan batran. 


[a7en 


Batuta din palmi D II. 2. 


Violino si 


Allegro 2 = 140 


Guitare 


F.2155e), Poieni, un tigan batran. 


Ardelenescu Violino si 
Poco allegretto # = 104 Guitare 


F. 2107b), feud, Vasile Barani G8). 
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E 


Dupa mortii* 


Rubato é = 132 
' f Corno in La 
ay ee ee — aa 
er = 
: ee a ee aD 
2 — : pn 
= === 
F. 2157b), Glod, Ioan Dunca. 5 ——S 


Dupa mortii* 
Rubato 4 = 152 
® 


2 Se. Corno in La 


F. 2166 c), Glod, Ioan Dunca. 


Hora oilor* 
Rubato P =(112) 
ci 


2 _ Corno in La 


F. 2166 c), Glod, Ioan Dunca. 


Hora oilor* 


Rubato A =(152) 


Dupa mortii 


Corno in La 
Poco rubato eo: 126 3 = 152 


F, 2197 a), Oncesti, un fecior, e} 


Cand merg oile la munte* 


Poco rubato o = 144 Corno in La 


6 . : 
1 
Se ee =a ae a 
Oo SS Eee SS ee 6 ee ee MS Sa ESes¢S86s 
SS Se ee ee ee ee es ee es ee ee 


F, 2197b), Oncesti, un fecior. accel... accel... 


Hora pacurarului cand a pierdut oile* 


Poco rubato # = 144 Corno in La 
fN\ 


F. 2197 c), Oncesti, un fecior. 


Hora pacurarului cand si-a 
gasit oile cele pierdute* 


Poco rubato o = 144 Corno in La 


200. = Sa —— 


F. 2197 d), Oncesti, un fecior. 
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Hora oilor* 


Poco rubato d = 152 


Corno in La 


F, 2104 a), leud, un fecior, af 


Hora pacurarului cand a pierdut oile* 


Poco rubato 2+ 132 Corno in La 
** 


IE 


2 
22 aS GS SS St ee ee ES eee 
oe eS 
=r x e TT = a 

yt) oe ee. eee 


F. 2104 b), Lleud, un fecior, 


Hora pacurarului, cand si-a 


oile cele pierdute* 


= 184 
Allegretto d 8 Corno in La 
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E 


A 


| ee ores a eee 
SS Se 


F, 2104 c), Ieud, un fecior, 


Hora pacurarului cand a pierdut oile* 


F. 2196 a), Oncesti, un fecior. 
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Cotcodat* 


pos rubato = 160 Corno in La 


205. oe 


F, 2197 e), Oncesti, un fecior. 


Imitatiune de bucium* 


Non rubato o «152 Violino 


F. 2166 d), Glod, Patru Covaci. 


Imitatiune de bucium* 


Rubato J = (140) 


—a— 
F, 2142 b), Dragomiresti, Dumitru Bercia (a. 40). 


Hora muntelui: cand 


merg oile la munte* 
Rubato 4 = (164) Fluer 


a 


F, 2142 a), Dragomiresti, Dumitru Bercia (ca. 40). 


Hora miresei* 


Rubato d = (132) 


F. 2109 b), Ieud, Vasile Barani (38). 
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Notes to the Melodies 


4. *To seven-syllable text lines. 
5. *The first refrain (Doamne!) is omitted in seven-syllable lines. 
7. *Ballad texts are sung to this Colinda melody. 
10a. *The third melody line is sometimes omitted. 
12. *Same remark as to No. 7.* 
13e. *Incomplete variant [the second melody line is missing]. 
15. *Eight-syllable text lines. 
16. *Sometimes the sixth syllable is also sung. 
19. *Same remark as to No. 7.* 
20b. *To seven-syllable text lines. 
20d. *Incomplete variant. 
20e.f. *Incomplete variant. 
**Only to eight-syllable text lines. 
20g. *Incomplete variant. 
**The text is missing. 
20h. *Incomplete variant. 
**Only to eight-syllable text lines. 
21g.h. *Incomplete variant. 
22. *This bocet melody is from all appearances taken from a sacred song of 
foreign origin. 
23a. *In this variant group the tones of the sung melodies notated with short 
grace notes are the “‘clucking”’ sounds mentioned on p. 11. 
**The double bar indicates a strongly articulated melody-stanza ending. 
***She could not give her age. 
23b.c. *Same remark as to var. a.** 
23f. *At the start the mouth is almost completely shut; it opens gradually during 
the crescendo and is wide open at the descrescendo. 
23h. *The text is missing. 


23i. *Fundamental tone of the instrument: S= =. 


**The grace notes on b! were produced by unknown means. The reader must 
temporarily assume that the interval between the eighth and eleventh 
natural tones is an oversize fourth, and that between the eighth and thirteenth 
is a neutral sixth. Thus, the tones of this variant sound as follows: 


tele = # 


42S: 8) Oe ome ee: i 14 
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24.-31. *Doubtlessly the two-line melodies comprising this group are incom- 


3l. 


32. 


plete. In the case of the four-line melodies Nos. 46, 73, and 119 I succeeded 
in establishing that some fragments (melody halves) are independent 
variants. 

**Almost certainly not a Hora but a dance melody; it might possibly be 
regarded as the first half of melody No. 177. In any case, it is deserving of 
notice that Nos. 31 and 177a. came from the same performers. 

*I suspect urban origin. 

**Generally without proper text lines. 


33a.b. *Derives from neighboring Transylvania or from Szatmar County. 


33b. 


35. 


46a. 
46b. 


**This tone is omitted in seven-syllable text lines. 
*Apparently an incomplete melody of Hungarian origin, whose first section 
is missing here. It might be compared to the following Hungarian melody 
from the manuscript collection of Zoltan Kodaly: 


*Possibly also a dance melody. 
*Eight-syllable text lines close with this tone. 
*Possibly also a dance melody. 

*This bar is a remarkable extension of the second melody line; analogous 
extensions are to be found in Hungarian folk songs. 

*Compare with the following generally widespread Hungarian melody: 


ep ae ee cee 
= 


oa a oe 


*The text is missing. 

The second part of var. a. as an independent melody. See also the remark 
to No. 24.-31.* 

*The text is missing. 

**To seven-syllable text lines. 

* According to the singer it derives from Borsa (Maramures County). 
**The text is missing. 

*Possibly also a dance melody. 

**Sometimes with this refrain. 


.*To eight-syllable text lines. 


*Here the regular prolongation of certain eighth notes into quarter notes is 
to be interpreted as a vubato frozen by tradition. Similar rhythms are 
frequently exhibited by Székely melodies with eleven-syllable text lines. 
**In seven-syllable text lines si is added. 

*The text is missing. 

*The text is missing. 


64b. *To seven-syllable text lines. 


68. 


Wile 


73b. 


*I suspect urban origin. 

**To seven-syllable text lines. 

*Derives from the neighboring Szatmar or Transylvanian counties. 
The text is missing. 


73d.e. The first half of var. c. as an independent melody. 


See also the remark to No. 24.-31.* 
[ 187 ] 


Notes to the Melodies 


73d. **To seven-syllable text lines. 

74a. *To seven-syllable text lines. 

76. *Possibly a dance melody. 

77. *The text is missing. 

78b. *The rhythm alternates between duple and triple. 

79a. *Compare with the music example given in the Note to No. 45.* 

79b. *The text is missing. 

80.-81. *Same remark as to No. 79a.* 

83. *Instead of a1, g! would be acceptable here as the main caesura, following 
analogous examples. 

**The text is missing. 

84. *To eight-syllable text lines. 

85. *Actually the second half of a melody which is also generally known in 
Rumanian urban circles. Cf. Stan Golestan, Dix chansons populaires 
voumatines (Paris: E. Gallet, 1909), No. 1: 


ans 
a ae CS EE sd 
eS 
A aT > 


2 a © 
Sia — 
somarearn ee Fo a ae ee ee 


Ci-neobeadin ea s& moa-r&, tra-la - la -la-la- ied lalala-la-lela-le-la -la. 


86. *See the note to No. 56.* 

87a.b. *In Cuhea this melody is only sung as a Hora, in leud primarily as a 
dance melody in equal eighths. This is also a typical example of the way in 
which hora and dance melodies can be interchanged. 

87a. **Before the recording was made, she sang the melody in this rhythm: 


JII9| SID te. 


87b. **I ignored the final tone d1 in making the classification and instead, as 
with the preceding var. a., took the last g1 to be the final tone; the last 
three tones (d1) of the melody are intesprond as an arbitrary downward 
slide. 

88a. *This variant group, like the preceding one, also has variants among the 
dance melodies. 

**In the recording. 

88b. *See the note to No. 56.* 

90. *The Oncesti variant (with a! as the main caesura) was taken into consider- 
ation in classifying this melody. 

91. *A variant very widespread among the Hungarians and Slovaks. For com- 
Lae I offer one Hungarian variant (from my own manuscript collec- 
tion 


93. 


123. 


125. 


. *To seven-syllable text lines. 


Notes to the Melodies 


and one Slovak variant from Slovenské Spevy III, 251 (published in Tur- 
ciansky-Svaty-Martin, 1902): 


Jasor-ce,ja-vor-ce Drobné ja-vor-%a-ta, Ej haj,kdeZe sapodiere Chudob-né diev-ta-ta? 


The downward leaps of a fourth, from the penultimate to the final tone! 
in the first, second, and fourth melody-sections, are characteristic of the 
“Rumanianization”’ of the melody. 

*As in the case of No. 91, a ‘“‘Rumanianized,” well-known Hungarian 
melody. Compare with the following variant (from the Hungarian folksong 
collection of Szini, A magvar nép dalai [1st ed.], Budapest, Heckenast, 
1863) : 


Ss os Eee ama tsa Te saasiaaseeeaee 
eeseasesers 


*To seven-syllable text lines. 


. 


*To seven-syllable text lines. - 
*I suspect urban origin. This melody is known widely and in many variants. 
*The text is missing. 
*Same remark as to No. 71.* 
*Here the final tone should really be g1. 
*To seven-syllable text lines. 
*These bars replace the last four in the recording. 
*I suspect urban origin. A widely-known melody. 
**The text is missing. 
*See the note to No. 45.* 
*To seven-syllable text lines. 
*The lower limit of the glissando is not exactly determinable (approximately 
fg). 
*Instead of face, since the last syllable is slurred over. 
**To seven-syllable text lines. 
*Same remark as to No. 46b.* 
*See the note to No. 56.* I have catalogued variants from Maros-Torda 
County, as well as from Székely, as Rumanian in origin. 
*Variant of a Székely melody. 
**The text is missing. 
*In the phonograph recording, always erroneously, only the first half of 
the melody is sung. 


127a.b. *Called ‘‘The Hora of the Tramp.” 


127: 


128. 


WAse 


**The text is missing. 

*The origin of this title could not be ascertained. The melody derives from 
the neighboring Transylvanian counties. 

*Derives from a Hungarian art song (Bartalus, ror magyar népdal, Buda- 
pest, Rézsavélgi, 1861, p. 12, No. 11. Also to be found in Matray, Magyar 


1 [That is, from the structural or real final tone to the apparent tonus finalis of the melody 
section. See the author’s discussion in Rumanian Folk Music, Vol. I (Instrumental Melodies). 


p. 12] 
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130. 


131. 
132. 


135. 
136. 
138. 


14la. 
141c. 
141d. 


143b. 


145. 


146a. 


147b. 
151b. 


153. 
157. 


158. 


159b. 
160a. 


Notes to the Melodies 


Népdalok Egytemes gyiijteménye, Budan, 1852, No. 60; and in Szini (op. 
cit.), p. 185, No. 167): 


pee 


E-des fa-lum ha-td-ra, Itt hagylak< nem — so-ka.-ra; 
la 


*Garbled version of a Hungarian melody known also to the Rumanians 
in the Banat area. Here is a well-known Hungarian variant (the text also 
agrees with the Rumanian variant): 


: ——. 
Kt * 6 

— 
ane et 


iY 4 * » “ . 
meg - mo = nyasz, A-zér, a-zer, a-zer, a-zér, nem mé-nyek hoz - 2a -ja- 


*The text is missing. 

*A melody probably transmitted from the West through intermediaries. 
There is a variant in Barto’, Ndvodni pisné moravské, Briinn, 1888-1889, 
II, No. 636. Hungarian variants have a refrain similar to the version from 
Patrova. 

*To seven-syllable text lines. 

*[See the description of this instrument on p. 29]. 

*It is not certain whether or not this melody is Rumanian despite the testi- 
mony of the musicians, who characterized it as ‘“‘Russian”’ (that is, Ruthe- 
nian). By its form, in any case, it belongs in this group. 

*There is a da capo and the following gypsy ending. 

*This motive is persistently repeated. 

*The continuo of the lower voice gives the rhythm of the dance. 
** Erroneous interruption. 

*This motive sometimes in the gypsy manner. 

**Gypsy-type ending. 

***The melody with text sung to the violin (during the dance). 

*An entirely distorted piece, marred through and through by gypsy treat- 
ment, that just barely permits the suspicion that it originally belonged 
among the dance melodies of indefinite form. ; 


*This figure always very precisely rhythmical, almost like: tify ety : 


*Sometimes as an ending here:. 
*The same motive is constantly repeated. 
*The same motive is constantly repeated. 
*The division into motives was foregone on account of the somewhat vague 
form. 
**The same motive is constantly repeated. 
*Although the singers called this piece a Hora, it has been included here 
because of its simple form and dance-like character. 
*The same motive is constantly repeated. 
*To eight-syllable text lines. 
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160b. *The melody of var. a. played on the violin. 

161b. *Repeated several times. 

163a.—d. *The following should be noted about the performance of these ‘“‘dance- 
words”’ (see also the description in the Preface, p. 22): they are mostly 
recited, or rather spoken or roared, over de baut melodies. For this reason 
alone, the question of exact intonation does not even arise; the pitches 
given by the notation are merely approximations. The performer begins 
with fei, on a chosen beat of a suitable measure, then the sound is main- 
tained for two to three measures (sometimes hei is omitted entirely) ; 
thereupon the cry is continued in rhythmical eighth notes, strictly in 
keeping with the meter of the dance melody, taking care to match the 
text syllables and the eighth notes of the melody, but ignoring the bar 
lines. The abrupt snapping-off of the voice at the end of the melody is 
very unusual, and its sound is most difficult to describe. Most frequently 
the form seen in vars. a., b., and d. is found: a pair of verses — without 
repetition — and a refrain. 

163b. **To seven-syllable text lines. 

164c. *The text is missing. 

164d. *The melody of var. c. performed on the violin. The cadential tones of the 
melody sections have not been indicated because of the somewhat indis- 
tinct form. : 

171. *With this ending. 

173d. *Minor changes in the repetition. 

173e. *The missing 3/8 was the fault of the performer. 
**The performance is studded throughout with gypsy mannerisms. 

173g. *Repeated several times with changes in the gypsy manner. 

173]. *Incomplete melody. 

175. *A variant of the melody of the parnds tdanc (pillow dance) of the Hungari- 
ans. Here is a Hungarian variant: 


176. *Without text words. 

77a. * see the nore 10) Non Si. * 

177b. **Somewhat wavering rhythm. 

178b. *Incomplete melody. 

**With this ending. 
178c. *Incomplete melody. 
**The text is missing. 

178d.e. *Incomplete melody. 

179. *The same melody, when sung with text to the violin (during the dance). 
**The text is missing. It should be noted that the rapid tempo makes it 
doubtful that the melody is ordinarily sung with text during the dance. 

180a. *Also, instead of the triplets: rar 
**Like a jocul nepoatelor. 

181. *From the IJ. volta to the end, sometimes played in this manner. 
**With this ending. 

182c.d. *Incomplete melody. 

184a. *A better rendition. 

187b. *From the neighborhood of Apsa. 
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193. *Lament for the dead. 
194. *Lament for the dead; another melody ? 
195. *Shepherd’s hora. 
196. *Shepherd’s hora; another melody ? 
198. *‘When the sheep are driven up the hill.” 
199. *Hora of the shepherd who has lost his sheep. 
200. *Hora of the shepherd who has found his lost sheep. 
201. *Shepherd’s hora. 
** An explosive sound of indefinite pitch. 
202. *Same remark as to No. 199.* 
**Same remark as to No. 201.** 
203. *Same remark as to No. 200.* 
204. *Same remark as to No. 199.* 
** Alphorn imitation. 
205. *Hen-cackling. 
206.—207. *Alphorn imitation. 
208. *Mountain hora: ““When the sheep are driven up the hill.”’ 
209. *Hora of the bride: ‘‘When the bride enters the church for the wedding.” 
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Introduction to Part Two 


LEXIS 


been recorded in writing by Mr. I. Birlea. Because of the confusion 

resulting from the war and also because of other obstacles, I was 
unable to obtain a considerable part of his work; circumstances which 
account for the fact that many of the texts are incomplete. The re- 
maining portion—namely, the texts in dialect—I, myself, took down. 
The following symbols were used in this connection: 


A portion of the texts—as already mentioned in my Preface—had 


@ for palatal d (= Hungarian gy, Czech d) 

? for palatal? (= Hungarian ly, Czech 7, Spanish J) 

mw for palatal m (= Hungarian ny, Czech %, French gn) 

¢ for palatal ¢ (= Hungarian ty, Czech £) 

y for a sibilant fsound, which replaces a non-dialect /, almost ex- 
clusively at the beginning of a word. 

é for the originally non-dialect ea, mostly at the end of a word. 


I was not successful in establishing any further phonetic distinctions, 
since I had to forego a complete phonetic systemization for lack of 
knowledge of the subject. Moreover, it should be emphasized that the 
musical material was my primary concern, which meant that neither 
particularly interesting, well-preserved texts, nor persons with good 
dialect pronunciation were sought after. As a consequence, the dialect 
peculiarities of many of the texts are not given with precision. 

I have compared the texts with those collected by Tit Bud and 
Alexandru Tiplea, and with the texts in my 1913 Bihor publication (see 
Bibliography, below). 
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REMARK? 

The reader not familiar with the Rumanian language must bear in 
mind that i at the end of words, especially in plural forms preceded by 
consonants, and in suffixes like mi, ti preceded by a hyphen, has almost 
no sound at all: si-mi, $i-fj are pronounced as one syllable, that is, s7m, 
sit. 


REEPRAINS 


A special characteristic of Rumanian rural folk texts consists in the 
use and formation of refrains. The Maramures refrains are also published 
in this book separated from the main texts and classified according to a 
certain system (pp. 260-261). Though this system is self-explanatory by 
the designations of the single groups and subgroups, the following tabu- 
lation presents a survey of them as a compendium: 


TABLE 13 
A. Colinda refrains B. Refrains without definite sense 
I. Refrains with Doamne I. Refrains consisting of words with 
Nos, 1.-&. no definite sense 
II. Refrains with Ler Nos. 19.-24. 
Nos. 6.-7. IT. Refrains with Daina 
ITI, Refrains with Craciun, Raiu Nos. 25.—37. 
Nos. 8.-10. 
IV. Refrains with Ileana, Leno C. Refrains with definite sense 
Nos. 11.-14. I. Refrains consisting of one line 
V. Refrains with Florile Nos, 382241. 
Nos. 15.—16. II. Refrains consisting of two lines 
VI. Refrains with Corinde Nos. 42.47. 
Nos. 17.-18. III. Refrains consisting of three lines 
~ No. 48. 
IV. Refrains consisting of four lines 
No. 49. 


GENERAL REMARKS: 


Certain data follow after each refrain: enclosed in parentheses are the 
numbers of the melodies (or texts) in connection with which the refrains 
were used; the name of the village; ¢ sign meaning a female, ¢ meaning 
a male performer. The leading principle of the classification was to 
establish an order going from less to more and from simpler to more 
complicated. 


1 [See p. xxix for an explanation of this editorial addition.] 
2 [See the editorial discussion on p. xxix.] 
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EIST OF SOME TEXT VARIANTS PUBLISHED ELSEWHERE 


The following tabulation offers a comparison between our material 
and other materials previously published. 


TABLE 14 
Text No. Variants in other Publications 
eee ere hee Nera (Part 2) aelliGs 
Gee ioe fos) OPM. I Vp(Part 2),404. 
4 ee ee a. Ud. 65-66; 
Qe & 4 5 5 & to URSIN VATE rae) Wiley 
Th oe 8 BP eo ARRHEIRIAIA (Bie eNO) 
Bias > ce 6 6 5 8 6 TBH, PAOVEL TAU NO RS IRGID IMI. JAY (ee bea al teis\ 
SB 5 3 8 6 os 6 IBNUIGL, ZINES ING, JY (Pena Ay es. 
1Oasee see es Dud, 73/16: 
WO ss 8 5 6 5 URSIN, 1 (CADRE Chie TBiuinor, WAS), eee 
WEE 5 a ee te ee oe tBitel ORR ils AVA Gerhge A) Wey 
NSS 5 go 5 6 5 og LBMel Cafeyfl, 7OU/Ws TISSUE, WY (Calais Gye Bikey. 249), 
84 (Part 2); Tiplea, 97. 
ieee UC 06/4 ak b)Meen Va (Parce) eal OO; 
Lo LG. ee een Re Vi e5S. (iracmentary,)saleke sia (Part 299) 
WE 5 5 5 5 6 eg SURI INE, JY (has Cie Bano, 20M), WA (Paras 2). 
See eee see RRL ya(Part2)) LO4- 
2D tee ee eC 42/19, 
Pe es Sg co RIESE, IDOE (CU Chai IBIS, BA), Eek. 
PACNe E ee eA eee Dud, 42/19. 
DEOe wa Ga See Ss a, TRIE AME AEE 
23c. (lines 1-3). . . Bud, 26/22; R.F.M. I/I, 618. 
PRE ae Se eg (eile 2 ip 
PRR Gg ye TRE IIL (CAI ori Ido ars, OS), SANE, 
Police ees) ee ReMi eVieileetiplearl2: 
CA eee ee ee plea, os/Z1¢ 
Wi ee 5g TRRIOUI EE IO (Alan hip: sla, ZY), MOOS. 
Basis ey AE gk A Se UDR A 
BOs te aos G. 9 Sa Pipleay 62/77. 
a Ge ees os Kobe Toy 
GAs A Ee Ray eee ntl CoN be WB Aad days? 
ASE eee te eee Ipled foo) 49s O27 76 
AS ee pleaCO/ Oo: 
AO ee ee ee Mi (Avindiebanorvw W/O) toot e204. 
AS) she 5 5 4 TRIM VAT eh Tester, SIS), Saha 
Hod ae eed 664/450 Mipleamoily/ oor 
Ss 5 5 a 6 ee 6 IRIE, (OME esi0), INUAoR dlaholkeeis Vt, 
GO) 6 6 6 6 a 305 6 IRENE INGE, ikeyog ania), Zisy/20) 
Come eee Vin INCA tNOre Zoo) aacoe: 
Cie eee \ipledioo/ 40: 
TODee wal ook ge aplea, (AZ. 


3 [See the author’s list of text variants in R.F.M. III (Table 24), pp. xcvii—xcviii.] 
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Introduction to Part Two 


(continued) 

Text No. Variants in other Publications 
To... . « + +» ROEM, TIT (Asis din Bilor, 98),-96b: 
UBB 5 6 a os oo & Abies), wWeyslol 
75... . .. . » REM. III (Aviit din Bihor, 4/2.), 1003. 
78D, . <'¢ « © ey» DUG, 24/0; pipleaywus iC; 

Hoo on no ne on 4 Mlle yee 

87a. .... . . . R.E.M. III (Arti din Bihor, 132), 638a. 
938 .... .. .. REM. III (Ani din Bihor, 106), 818. 
96a, Vat, . « « « . Bud, 26/20: 

100 ....... .. RE.M. LIT (Avis din Bihor, 12, 267), 896, 770, 934, 940. 

LOSDE SD PGi woe” oh pestle) kids 

TORT eos ee) eae oe UOTE, Ol ace 

109, Si ARE MTT Reige nota. 

117... 2s a» os RIM, LT (Ara din Bthor, 146), 690; Tiplea;, 87/3. 

WWE oe 5 2 6 we Ter cley fey 
11955 5.8 8. + 4s DDC, oU/sasoc/o7. 

1200s. Fis 20s SG ee TT, 960. 

124 ee pleamo2) 71. 

1Z6DSe een ee ee iplead wos) 42: 

WE: & 6 6 6 p a o tee, role. 

SO) Bia oy I Beedle MWh A Zee) 
134baueee te oe) sipleansa) 2): 

WAS so tee mm a 5 detoll ily JME 72 


EXPLANATION OF THE SIGNS USED IN THE TEATSe 


All the text lines between the beginning and the double line 
(<=) appear in the music examples (Part One), placed under 
the respective melody stanzas or melody sections. The lines placed be- 
tween single lines (-—————_) were sung to one melody stanza. 

Repeats of lines never are written out, only indicated by |: :|; if there 


are slight deviations at the end of the tepeated line, the signs {I.] [Ir] 
(prima volta, seconda volta) are used. 

A line consisting of dashes indicates that one or more lines seem to be 
missing. 

The occurrence of refrains is marked in the main text part by 7. (or 
I.7., 2.r.). At the end of the main text follows the refrain in full. The 
manner in which the refrains and main text lines are used have generally 
been observed only in the recorded part of the texts.5 


4 [See the editorial commentary on p. xxix.] 
5 [See R.F.M. Il, pp. 5-6, for the author’s discussion of this subject with regard to 
other Rumanian counties, ] 
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Introduction to Part Two 


Instead of the usual quotation marks, the sign — (dash) is used at 
the beginning of the quotation. 

Complementary syllables are underlined. 

Dialect words are indicated by means of footnotes; the sign < denotes 
derivation from words of foreign origin (ung. = Hungarian, nemt. = 
German). 

At the end of each text, in parenthesis, are given the name of the 
village or villages and the signs ¢, ¢; ¢ for the female singer or per- 
former and ¢ for the male. 

On the right side of the numerical designation of certain texts, placed 
in brackets, are figures which refer to other texts containing variant 
lines. 

Asterisks refer to Notes to the Texts, pp. 262-263. 
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Texts and Translations 


CHRISTMAS SONGS 


i 


’Ndata-mi, Doamne, d-am audzitu. 


Y., 


C’o nascut si Fiul Sfant. 
Noi nu stim, unde-o nascut: 
In ieslele-a boilor, 
5 In paile graului, 
In florile fanului. 
$i de-acolo il luara, 
$i-] luara si-] dusara 
La raulu lui Iordan. 
omnului, Domnulut, Doamne! 
Visaul-de-jos ¢) 


2. 
|: Zaritu-s’o zorile : |, 
Dumnezeu cu oile, 

Cu-o turma de oi domnesti. 
Tot pan’! holde Jidovesti 

5 Trece-o fata Jidoveasca. 


(Dragomiresti ¢) 


3. 


|: Dumnezey de la ’nceput : | 


Toata lumea si-o facut. 
O facut-o Domn Hristos 
Lui Adam de bun folos. 


(Dragomiresti ¢) 


1 = prin. 


COLINDE 


4. 
Y., 

PL iia 
|: Fac Grecii o manastir’ :| -stire 


Grecii-o fac, Turcii 0 sparg. 
Nu o fac, cum sa o faca? 
Far’ o fac din noua altare, 
5 Cu ferestril’e spre soare, 
Cu usil’e ’n jos spre mare. 
Nu vezi, maica, ce vad eu? 
Tri orase Jidovesti. 
D’intr’un oras mmie-mi fac 
10 Crucita, maica, d’e brad; 
D’intr’un oras mnie-mi fac 
Cununa, maica, d’e spini; 
D’intru’n oras mmnie-mi fac 
Cuite, maica, d’e fer. 
15 Dac’ acel’ea gata-l’e-or, 
Sus pe cruce pune m’or, 
sCuie ’n talpa bat’e mi-or, 
Si prin talpa si prin palma. 
Paguba maica, varsat d’e 
20 Sange drept, hevinovat, 
Si de pacatosi calcav. 
vr. Hata ler, tara Ver! 
(Ieud ¢) 
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CHRISTMAS SONGS 


i: 


We have lately heard, oh Lord, 

Refrain 

That the Holy Son was born. 

We know not where He was born: 

In the manger of the oxen, 

5 Among stalks of wheaten straw, 

Among flowers of the hay. 

And they’ve taken Him from there, 

Taken Him and carried Him 

(Even) to the Jordan river. 

Refrain: To the Lord, unto the Lord, 
Lord! 


2. 


(Lo,) the morning dawn has dawned, 
(And) the Lord (is) with the sheep, 
With a flock of lordly sheep. 
Through the wheat fields of the Jews, 
5 Goes a Jewish maiden by. 


3. 


The Lord God since the beginning 
For Himself made the whole world. 
The Lord Christ has fashioned it 
(To be) of good use to Adam. 


4. 


Refrain 

The Greeks build a monastery: 

The Greeks build it, the Turks break it. 
It’s not built; how shall they build it? 
Not unless they build nine altars, 


5 (Turn) the windows toward the sun, 


And the doors toward the sea. 
Don’t you see what I see, Mother ? 
(There are) Jewish cities three. 

In one city they are making 


10 Cross of pine, Mother, for me; 


In one city they are making 
Crown of thorns, Mother, for me; 
In one city they are making, 
Mother, nails of iron for me. 


15 When they shall have finished them, 


Up upon the cross they’ll set me, 

Through my soles they’ll beat the 
nails, 

Through my soles and through my 
palms. 

Mother, (’t is) a loss to shed 


20 Blood (that’s) righteous, free from 


guilt, 
To be trodden on by sinners. 
Refrain: Come Ler! (and) Ler again! 


1 Ley, with its variants (lerut, lerului, lerot, lerolot, lerom), is to be found in most Rumanian 
Christmas carols, both as an interjection and as a proper name. Ler Impadrat (Emperor Ler) 
occurs also in many Rumanian folk tales. For a more detailed discussion of Ler, see the Trans- 


lator’s Note in Vol. IV (p. 217). 
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ah 


|:’N poarta cerului, 2.7., 2.7. : 


Umbra raiului. 

Dar in umbra cine sede? 
Maica Prea-curata. 

r.v. Doamne! 

2.7. Hat corinde! 
(Oncesti ¢) 


6a. 
(i | mm 


|: Cata ’n sus sicata ’n jos, 7. :| jos, 


Cata ’n sus pe langa mare: 
Este-o masa ’ncornurata. 


vy. Domnului, Doamne! 


(Poieni ¢) 
6b. 

Refs 
|: Dumnezey ad’evaratu, 7.:| -rat 


Jizi in strana si-o ’dunat.1 

Tuda ’n talpa s’o sculat: 

—D’e mi-s dat trizeci d’argint, 
5 Voua pa Hristos vi-l vand. 

v. Floril’e-s dalbe! 

(Dragomiresti ¢) 


6c. == 3: 
(Oncesti ¢) 
fies 
T] fi] 
|: Sus in varvu munt’elui, 7. :| -lui, 


Supt crucita bradului 
Sant dusi tri pacurarei 
Cu oil’e dupa ei; 

5 Pe cel mai mic l’-o manat, 
Sa d’-intoarne oil’e. 


1 = adunat. 


Oil’e l’e-au d-inturnat, 
Lui gre l’ege i-au picat: 
O sa-l taie-o sa-] impust’e 
10 O sa-l puie ’n tri tapuse. 
El au strigat catra ei: 
O dragi fratiorii mei! 
D’e sa ’“ntampla sa mor eu, 
Sapati-mi mormantul meu 

15 Nu in verd’e tinterim, 

Ca ’ntre morti voi fi strein, 
Ci ’n staulu oilor, 

In jocutu mieilor. 

O drag fluerasul meu; 

20 Puneti-il la capul meu; 
Cand or sufla vanturi grel’e, 
Sa-mi fluere hori d’e jel’e. 
$i dragilor oi cornut’e! 
Cum mi-ti cauta prin munte! 

25 $i dragilor mielusei, 

Cum mi-ti cauta prin vai! 
vy. Ot Veno, leno! 
(leud ¢, ¢) 


8. 


1 
|: Sculati, gazde, nu durmitiu, 7. :| 


[ II. | 
-miti! 


Ca nu-i vreme de durmit, 
Ca-i vreme de ’mpodobit. 
v. Haida ler si lerui Doamne! 


(leud ¢) 


“9a. 
io) ie 


|: Noi umblam si colindamu, 7. :| -dam 
Pe la usi de mari boieri; 

Si boierii nu-s acasa 

v. Florile-s dalbe! 

(Valeni ¢) 
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5. 


(Up) in heaven’s gate, 

Ist Refrain 

2nd Refrain 

(Spread is) heaven’s shade. 

But who’s sitting in (that) shade? 
*T is the Blessed Virgin. 

Ist Refrain: Lord, come! 

2nd Refrain: Let us carol! 


6a. 


Looking upward, looking downward, 
Refrain 

Looking up toward the sea, 

There’s a cornered table (laid). 


Refrain: To the Lord, oh Lord! 


6b. 


(Lo,) the true Almighty Lord, 
Refrain 
In the choir stall, Jews have gathered. 
Judas rose upon his feet: 
Give but thirty silver pieces, 

5 (And) I’ sell Christ unto you. 


Refrain: The (snow-) white flowers! 


6c. = 3. 


fy 


Up upon the mountain peak, 

Refrain 

Under the small cross of pine, 

Shepherds three their way are wending 

With their sheep behind them (going). 
5 They the youngest one sent forth 

To turn back the (flocks of) sheep. 


(While) the sheep he turned about, 
Judgment grim they meted him: 


They would cut him, they would shoot 


him, 


10 They would spike him on three stakes. 


Unto them he (then) called out: 
Oh my brothers, my beloved, 

If it were that I should die, 

Let you dig a grave for me, 

15 Not inside the churchyard green: 
"Midst the dead I’d be a stranger; 
But inside the sheepfold (dig it), 
Where the lambs are wont to play. 
Oh, my shepherd’s pipe beloved 

20 You're to set beside my head; 
When the heavy winds shall blow, 
It will pipe sad songs for me. 

And dear horned sheep of mine, 
How you'll seek me through the 
mountains! ’ 

25 And beloved little lambs, 

How you'll seek me through the 
valleys! 
Refrain: Hoy, Lena, Lena! 


8. 


Wake up, hosts, and do not sleep! 
Refrain 

For this is no time for sleeping, 
*T is a time to be adorning. 


Refrain: Come, ler, and ler, oh Lord! 


9a. 


We are going caroling 

Refrain 

At the doors of the great gentry: 
And the gentry aren’t home. 


Refrvains: The (snow-) white flowers! 
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9b. 


O ce veste minunata, 
Y., 


Prin Vifleem ni s’arata! 
vy. Linu-t iti st java linu 
Frunza verde vozmalin! 


(Oncesti ¢) 


10a. 


fasta) [it 


Tri craj dela* rasaritu, 7.:| -rit 


Mandri pomi s’o inflorit. 

Pa umbruta pomilor 

Pasc oil’e domnilor. 

5 Da cu el’e cine sed’e? 

Sed’e, sed’e Maica Sfanta. 

vy. Domnulut si-al nost’ Domn! 
(Visaul-de-jos ¢) 

Var.: 

Coborit-o, coborit-o 

Domnul Hristos pa pamant 
Cu vajmant pana ’n pamant. 
vy. Domnuluz si-al nost’ Domn! 


(Glod ¢) 


10b. = 


vy. Linu, linu, numai lin, 
Frunza verde vojmalin! 
(Poieni ¢) 


11. 


ii ite | 
|: Din Maria s’o nascatu, 7. :| nascut 


Domnul Hristos pe pamant; 
Lui Iuda i-o fost urit. 

luda, iubitor de bani, 

5 L-a vandut l’ai sai dusmani 
Numai cu trizeci de bani. 

v. Hristos, Domnul nost’! 


(Ieud ¢) 
1 = pita. 
2 = vine 


12.7 


teas 
|: Pint’ean la munt’e-o suit : | 
7,3 


MAandra curt’ea-o zugravit, 
Cu catane o ’ngrad’it, 
Cu o suta si cincizeci 
5 D’e voinici d’e cei p’al’esi. 

—Care voinici d’e-a s’afla 
Sa-si al’erge la Baia 
Dupa pt’ita,! dupa sare, 
Dupa pragu cel mai mare, 

10 Dupa precie de miel, 
Dupa prag mai manantel? 
vy. Floril’e dalbe d’e mar! 
(Oncesti ¢) 


13a. 


Ea 


suitu, 


| | [40.] 


|: Zine 2-si mare ca maj mare, 7. 


D-ai d’e mare, tarmuri n’are, 
$i d’e luna tarmuri mana. 
Mie mare ce-mi aduna ? 

5 Mi-aduna un bout sur, 
Cu cornil’e d’e aur. 
Da ’n coarne ce-i atarnat? 
Duminedzeu infasurat, 
Cu fasura d’e matasa, 

10 D’e la Doamna ’mparat’easa. 
vy. Ot, Veruit Doamne! 
(Valeni ¢) 


. 


13b. = 3. 
v. Dimineata lui Craciun! 


(leud 7, ¢) 
(Poieni ¢) 


13c. 


|: La un d’eal d’e Rusalinu : | 
Y., 


Est’e-o creanga d’e maslin. 
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:| mar’. 


9b. 


Oh, what wonderworthy tidings 

Refrain 

Do we learn in Bethlehem! 

Refrain: Softly, softly, and yet softly, 
Green leaf (of the) rosemary! 


10a. 


Over there, toward the sunrise,? 
Refrain 

Handsome trees have come to bloom. 
In the shadow of the trees, 

Grazing are the gentry’s sheep. 

But who’s sitting with them (now) ? 
(It’s) the Holy Mother sitting. 
Refrain: To the Lord, unto Our Lord! 
Variant: 

He’s descended, He’s descended, 
The Lord Christ upon the earth: 

To the ground His garments (reach). 


Refrain: To the Lord, to Our Lord! 


10bs— Ss: 


Refrain: Softly, softly, only soft, 
Green leaf (of the) rosemary! 


i: 


Of (Saint) Mary there was born 
The Lord Christ upon the earth, 
Refrain 

Hateful was (He) unto Judas. 
Judas, (who was) fond of money, 


5 Sold Him to His enemies 


For no more than thirty pence. 
Refrain: Christ, our Lord! 


12. 


Pintean climbed into the mountains,? 
Refrain 

Painted (there) a handsome mansion; 
He surrounded it with soldiers, 

With one hundred fifty (men), 


5 Chosen stalwarts (all of them). 


Which shall be the stalwart found 
To go running (down) to Baia 4 
For some bread (and) for some salt, 
For the largest of the doorsills, 


10 For some roasting meat of lamb, 


For a smaller doorsill (too) ? 


Refrain: The white blooms of apple tree! 


13a. 


Comes the sea, the greatest sea, 
Refrain , 

So great that it has no shores, 
And it borders on the moon. 
Unto me, what brings the sea? 


5 (Lo,) it brings me a grey ox, 


And its horns are (made) of gold. 
But what’s hanging from its horns? 
(T is) the Lord God, swaddled up 
(All) in silken swaddling clothes, 


10 From the lady of the Emperor. 


Refrain: Oy, lerui, Lord! 


13b. = 3. 


Refrain: (Lo, it is) the Christmas morn! 


13c. 

By Jerusalem a hill 
Refrain 

Bears a limb of olive tree. 


2 In the Rumanian text, this verse reads: From the sunrise, three wise men. The author’s 
note shows this to be an error. Sunrise, of course, means east. 
3 Presumably this refers to Pintea (pronounced approximately PIN-tyah), one of the heroes 


of Rumanian folk tales. 


4 Baia is the name of a number of towns and villages throughout Rumania. The name 


indicates the presence of a mine of some sort. 
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Da acolo ce-j! mai est’e? —Jé-ma Petre ’n rai cu tine! 


Est’e-o peatra rasturnata 5 —Lua-t’e-as tata bucuros, 

5 Si cu crucea razamata. Dar ti-ai fost d’irau? la sat, 
Da ’n umbruta cine sed’e? Cel’e drept’e l’e-ai strambat; 
Sed’e-mi, sed’e Maica Sfanta Cine punga ti-o umplut, 

Cu yiut? micut in brate. Buna l’ege i-ai facut. 
Xiut sd’iara? stare n’are. 10 Si-vadzandu-l maica sa: 

10 —Taci, yiul’e, taci, dragul’e! —Petre, Petre, fatu mmeu, 
Noi, tie ti-om darui Fa-mi si mie loc in rai! 
Doua mere, doua pere, —Loc in rai mamuca n’ai. 
Doua tite d-albe-a mel’e. Cat ai trait pa pamant, 
—Mamuea, nu mni-i d’e-acel’e! 15 ’Ntorcatoare ti-ai primit, 

15 Mni-i d’e punt’ea raiului, Focu bine l’e-ai plat’it: 
Ca-i ca paru capului: Tat frundzuca graului 
Care om ii pacatos, D’e d’esubtu ciurului. 

D’e pa punt’e cad’e jos, Si-l vadzandu frat’e sau: 
Cad’e ’n iadu ’ntunecos; 20 —Petre, Petre, frat’e mneu, 

20 Care om nu-i pacatos, Fa-mi si mie loc in rai! 
Mere pa punt’e frumos, —Loc in rai frat’uca ai. 
Mere ’n raiu luminos. Cat ai trait pa pamant, 
vy. St vaiu s’o luminat! Tat pastor la oi ai fost, 
(Valeni ¢) 25 Pus-ai stana langa drum; 


Cati drumari pe drum treceau, 
Cu branza i-ai saturat, 


13d. = 9a. Cu lapt’e i-ai adapat, 
v. Haida ler si leruy Doamn’! $i loc in rai ti-ai gatat. 
(Bocicoiel ¢) vy. Rajul’e gradina dulce, 
Noi din tine nu he-om duct’! 

13e. = 3 ee 
Dragomiresti 
(Drag sti 4) 15. 

"N prag d’e beserica, 
14. . 
|: Sub tufa de malin verde :|, Mandra masa ’ntinsa. 
Tox Y., 


Dar acolo cine sed’ ? 
Da la masa cine sed’e? 


Doi surasi de prumbasi, Sed isi.tri domni d’e cei mari, 
Ei de-acolo si-au zburat. 5 Sed isi si sa pilduesc. 
—-------- Dar grau strigara: 
7. Domnulut si-al nos?’ Domn! —lIo mi-s cel mai mare, 
(leud ¢) Ca d’e mine-si fac 
Var.: Colaci si prinoase 
Petre ’n rai, Petre ’n porti sed’e, 10 La dzil’e frumoase. 
Nime ’n lume nu-l mai ved’e. Dar zinu’ strigara: 
Da vadzandu-l tatal sau: —TIo mi-s cel mai mare, 
1 = ce-si. 
2°= fiut. 
3 = sbiara. 
4 = birau [primar] ( < bird, ung.). 
5 = vinu. 
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But what else is (standing) there? 
It’s a boulder overturned, 

5 With the cross held up (by it). 
But who’s sitting in the shade? 
Blessed Mother’s sitting, sitting, 
With (her) small son in her arms. 
Small son cries (and) has no rest. 

10 Quiet, son, be still, (my) darling! 
Upon you we shall bestow, 
(See,) two apples and two pears, 
(And these) two white breasts of mine. 
Mother, I don’t care for them! 

15 For the bridge of heaven I yearn, 
Which is (narrow) as a hair: 
He who is a sinful man 
Off the bridge comes falling down; 
Into darkling hell he falls. 

20 He who’s not a sinful man, 
Safely crosses o’er the bridge; 
Into lightsome heaven goes. 
Refrain: And the heavens lighted up! 


j Ie Be 

Refrain: Come on, Ler, and Lord Ler 
also! 

32 : 

14. 


Under green bird-cherry bush,® 
Refrain 

But who might be sitting there? 
(Lo,) two pigeons grey (sat there) ; 
They have flown away from there. 
Refrain: To the Lord and Our Lord! 
Variant: 

Peter sits at heaven’s gateway, 

No one more on earth can see him. 
But his father, seeing him: 


Take me, Peter, into heaven! 
5 Gladly would I take you, Father, 
But you were the village mayor, 
Righteousness you turned to wrong; 
Unto those who filled your poke, 
Judgment fair you meted out. 
10 And his mother, seeing him: 
Peter, Peter, son of mine, 
Make me room in heaven too! 
You've no place in heaven, Mother. 
While on earth you have been living, 
15 Weaving women you have kept; 
Well have you repaid their labor; 
Only hulls and chaff of wheat 
From beneath the winnow’s sieve. 
And his brother, seeing him: 
10 Peter, Peter, brother mine, 
Make me room in heaven too! 
Brother, you've a place in heaven. 
While you lived upon the earth, 
You were (but) a sheepherder; 
25 By the road you set your fold: 
Travellers who passed that way, 
You gave (all) their fill of cheese, 
(And) with milk you slaked their thirst 
Readying your place in heaven. 
Refrain: Heaven, oh you sweetly garden, 
We shall nevermore forsake 
you! 


15; 


On the doorstep of the church, 
Refrain 
(There’s) a beauteous table decked. 
But who’s sitting at the table? 
(Lo,) it is three mighty lords, 
5 Sitting, making fabled talk. 

But the wheat called out: 
I’m the mightiest, 
For of me they make 
Loaves and offerings 

10 Upon holy days. 
But the wine called out; 
I’m the mightiest, 


5 Mdalinis commonly Prunus padus; in Maramures, however, it is the name given to the lilac 


bush (Syringa vulgaris). 
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Ca d’e mine-si fac Ca o taina mare: |. 
Slujbe ’n beserici 


15 ’N tat’e duminici. Steaua lui Hristos 
Dar mniru! strigara: Rasare frumos; 
—Io mi-s cel mai mare, 5 Steaua straluceste, 
Ca io-s pa la dzil’e mari Pre Isos vesteste. 
Io scot oamenii d’in iad. (Visaul-de-jos ¢) 


v. Hat corind’e-l Doamne! 


(Oncesti 4) 18 


|: Dumnezeu de la ’nceput : | 


16. |: Toate lumea o facut : |. 
| if | [ II. 
|:’N tri cornuri de mese, z.7. :| mes’ Pe Adam pe mosu nost 
2.%., L-o facut foarte frumos. 
’N tri cornurj de mes’ 5 Si pe Eva o zidit, 
SSS La olalta-i o ’ntalnit. 
Sant tri floricele. (Ieud, Bocicoiel ¢) 
Frau-si cuvantara : 
5 oa it doh 19.* 
r.7. Doamie! |: Coborit-o, coborit-o, y. :| 
2.¥. Hai corinde! 
(Cuhea ¢) Tri talhari d’e d’inerari? 
La mijlocu satului, 
17 La curt’ea preotului. 
‘ vr. Draga Ileana! 
|: Steaua de sus rasare, (Visaul-de-jos ¢) 
LAMENTS FOR THE OLD 
BOCETE DUPA BATRANI 
20a. 20b. 
Pe care drum ai pl’ecat, |: Amu dau in cloputu:], 


Nu-j nad’ejd’e d’e ’inturnat. 
“Si s& ’mbraca preotu. 
Pe t’ifie und’e t’g-or pute, Nu stiu unde te-as ascunde, 
INiciis aracnici Caras seen ete ee 
‘ (Dragomiresti ¢) 
5 |: Nicii suflé vant d’e vara : 


Nicij ara cu plugu, 20c. 
Nici t’e-ar sufla vantu. |: Cand jesisi d’in ocol* :], 
(Bocicoiel ¢) Ciunta-o creanga d’e bujor 
1 = miru. 
2 = gheneral. 
3 = nici. 
4 = ograda. 
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For of me they make, 

In the churches, rites 

15 Every (holy) Sunday. 

Holy oil called out: 

I’m the mightiest, 

On great feast davs I am (used), 
I get people out of hell. 

Refrain: Lord, come, (let us) carol! 


16. 


At three table corners 

Ist Refrain 

2nd Refrain 

At three table corners 

There are three small flowers. 

Wheat made speech (and said): 
5 Nay, I am the greatest. 

ist Refrain: Oh Lord! 

and Refrain: Come, let’s carol! 


17, 
The star rises high 


Like a sacrament; 
(T is) the star of Christ, 
Beauteously it rises; 


5 Shining is the star, 


(And) it heralds Jesus. 


18. 


The Almighty from the start 

The entire world did fashion. 

Adam, our forefather, 

Very handsome He did make. 


5 And he (likewise) fashioned Eve, 


Brought (the two of) them together. 


19. 


There dismounted, there dismounted 
Refrain 

Three scoundrelly generals 

In the middle of the village, 

At the mansion of the priest. 
Refrain: Beloved Ileana! 


LAMENTS FOR THE OLD 6 


20a. 


From the road that you have taken 
There is no hope of returning. 
Where they are about to put you, 
There’s no plowing and no carting, 

5 Neither blows the summer wind; 
There’s no tilling with the plow, 
Nor will wind upon you blow. 


6 That is, married persons. 


20b. 


Now they’re tolling with the bell, 
And the priest is dressing up. 
I don’t know where I might hide you, 


20c. 


When the yard you will be leaving, 
Pluck a sprig of peony 


fou 4 


Si-o rasad’e in ocol, Ti-o fost vremea sa t’e ’nsori, 


Sa fie treaca d’e-a tau dor. 5 Si sa-mi iesi d’intre feciori. 
5 Si-o rasad’e ’ngradina, (feud 4) 

Sa ’nflore pan’ la ujina,! 

Sa fie treaca d’e-a ta mnila.? 208. 

(Valeni ¢) 


Oj saraca mort’ita ! 
Mult ij hada si urata, 


20d. 

j ! * : ie 
Cems ese ae ; t Intra ’n casa, nu-i poft’ita; 
Bec et One eee os Mult ii hada si ’ntristata, 
Si-ti canta pe matusa. 5 Intra ’n casa nhet’emata.3 
Cine-aicia si-a vini, (Ieud 4) 

5 Multe bune si-a gasi; 
Cine-a vini-aiciuca, 20¢8.* 
Multe bune si-a afla, 
Multe bune si frumoase, 20h. 


De matusa mea ramase. 


NT , = A a4 
(Patrova 4) Negrul’e pamantul’e! 


Cine sa scapa sub tine, 


20¢e. Sohane* napoi nu zine.® 

Oi d’e mine mai Vasa! Multi oamini ai ind’itit® 

Oi Doamne structuc d’e flori! 5 $i tu nu t’e-ai mai hranit. 
———— (Breb ¢) 


Nu ti-o fost vremea sa mori, 


LAMENTS FOR THE YOUNG 
BOCETE DUPA TANERI 


21a. Nu ti-o fo’? vremea sa mori. 
|: Oa, oa, oa, mai Jonut! :| (Bocicoiel ¢) 
‘ Var.: 


Ca d’ecand ai adormit, 


¢ ee Te-ti mai Giorge dzaua’ buna 
Toata casa s’o negrit. 5 8 ban, 


De la strat de busuioc, 


(Visaul-de-jos ¢) De la feciorasi din joc; 
De la strat de tamaita, 
DAD AY aia Ss) 5 De la fete din ulita. 


|: Ol mine strutuc d’e ruji! :| (Panors 2) 


|: Nu ti-i vremea sa t’e duci:|. 


PAG. 


Oi mine strutuc d’e flori! |: Oi d’e mine unt’asu!9 ; ! 


chindie (<uzsonna, ung.). 
mila. 

nechemata, 

niciodata. 

vine. 

inghitit. 

fost. 

ziua. 

unchiasu. 


CaoONaounnrwn 


Il ft tt tt tea 
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And inside the courtyard plant it, 
To allay our longing for you; 

5 Plant it (then) inside the garden, 
That by evening it might bloom, 
To allay our woe for you. 


20d. 


You good (women), neighbors mine, 
Do a kindness, set to singing; 

Let you sing (about my) aunt. 
Whosoever shall come here, 

5 Many goodly things shall find; 
Whosoever shall come here, 

Many good things shall descry, 
Many good and handsome things, 
That my aunt has left behind her. 


20e. 


Woe is me, oh Basil (mine)! 
Oh my Lord, you bunch of flowers! 
It was not your time to die, 


(But) it was your time to marry, 
5 And to leave the (single) lads. 


20f. 


Woe is me, sorrowful death! 
Oh, how ugly ’t is and hateful, 
Comes into the house unasked; 
Oh, how ugly ’t is and sad, 

5 Comes into the house uncalled. 


208.7 


20h. 


Oh you black (and woeful) earth! 

Whosoever gets inside you 

Nevermore comes back again. 

Many people have you swallowed, 
5 Yet you haven’t had your fill. 


LAMENTS FOR THE YOUNG 8& 


Bias 


Woe, woe, woe, you Johnny, you, 
Because since you fell asleep 
The whole house has become dark. 


21b. 


Woe is me, you bunch of roses! 
It is not your time to go. 
Woe is me, you flower posy! 


It is not your time to die. 
Variant: 


Take your leave, George, say farewell 


(now) 
To the bed of basil herb, 
To the youngsters at the dance, 
To the bed of wormseed? (also), 
5 To the lasses in the alley. 


21c. 


Woe is me, oh uncle (mine)! 


7 See the author’s note to the respective melody. 


8 That is, unmarried persons. 


9 Tamdita is the Rumanian name of Chenopodium ambroisotdes. 


(ie 


|: Roaga t’e, cuj t’e-i ruga?: | 


Roaga t’e la Vergura, 

Sa t’e pue d’e-adreapta ; 
5 Roaga t’e lui Dumnezeu, 

Sa primeasc’ sufl’etu teu. 

(Visaul-de-jos ¢) 


21d. 


|: Manance te focu moarte! : | 
|: Mult tu esti fara dreptate! : | 


Cum te-ai dus in jos pe sate? 
Sant batran, mi-as ruga moarte? 
(Dragomiresti ¢) 


21le. 

|: Zine sora-a tria dzi?:|, 

|: Ca sa zina mireasa : |, 

|: Si sa-si duca dzestruica’ : |. 


Mandru mama t’e-o gatat, 
5 Tat in haine d’e matasa, 

Sa nu zii4 mai mult la casa; 

Tat in haine de bumbac, 

$a nu zii mai mult la prag. 

(Oncesti 4) 


5 


21f. 


|: Care mere cu popa:|, 
|: Sohanit® n’a d-inturna :|; 


Care mere ’n catunie,é 
Tragi nad’ejd’e sa mai zie.” 
(Breb ¢) 


21g. [Var. 21b.] 


|: lé-ti varul’e zaua8 buna : |, 


D’e la yir9 d’e tamaita, 
D’e la feciori d’in ul’ita, 
D’e la yir d’e busuioc, 
Dieta stanere due joc: 
(Ieud ¢) 


21h. 


|: Bucura-t’e tint’irim : |, 


Mandra floare rasad’im; 

Nu rasad’im sa ’nflorea, 
D’e ’n pamant sa putred’ea. 
(Glod ¢) 


22. = gih. 
(Visaul-de-jos ¢) 


THE ‘“‘LONG-DRAWN” SONG 
HORA LUNGA 


23a. 


Hei tu mandrulutul’e! 
Cand cu tine m’am grait, 
T’e-ai t’emut d’e mest’erit. 


Hei tu mandrulutul’e! 


vine. 

Féils 

Diminutive of zestre. 

vii. 

niciodata (< soha, ung.). 
catanie. 

vie. 

ziua. 

fir. 

Inestesuguri. 


canoanrprb won ere 


GE gh MP ar a it 


e 
o 


5 D’e-as sti mest’esiguril® mult’e, 


Mest’eri-as domhij d’in curt’e, 


[ 214 ] 


Nu pe time mandru meu, 
Ca est’i roman ca si eu. 
(Nanesti ¢) 


Pray, (but) whom shall you bepray ? 
To the Blessed Virgin pray, 

That she set you at her right; 

5 To the Lord (Almighty) pray, 

That He might receive your soul. 


21d. 


May the fire eat you up, death! 
You are overly unrighteous! 

Why into the village came you? 
Am I old? Would I for death pray? 


21e. 


On the third day comes the sister, 
That the bride might come (that day) 
And her dowry take away. 
Handsomely did Mother dress you, 

5 All in garments (made) of silk, 

So that home you shan’t return; 

Ail in garments (made) of cotton, 

No more to the sill to come. 


21f. 


He who goes off with the priest 
Never more comes back again; 
He who goes off soldiering 

Has (some) hope of coming back. 


21. 


Say farewell, oh cousin (mine), 
To the (little) sprig of wormseed, 
To the youngsters in the alley, 
To the sprig of basil herb, 


5 To the lasses at the dance. 


21h. 


Let you be rejoiced, oh graveyard, 
We are planting a fair flower; 
We’re not planting it to bloom, 
But that it might rot in éarth. 


22. = 21h. 


THE “LONG-DRAWN” SONG 


23a. 

Hey, you handsome youngster, you! 
When I had a talk with you, 

You were scared of witchery. 

Hey, you handsome youngster, you! 
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5 If I knew much witchery, 


I’d bewitch the manor gentry, 
(But) not you, my handsome lad: 
You're a peasant, like myself. 


23b. 


Cucul’e, pasere vie! 

Pe cite are maine, 
Blastamat strain sa fie. 

|: Nu-i trebe mai mare foc :], 


Ca omu strain in locu; 

Nu-i trebe mai mare fuie, 

Ca omu strain in lume; 

|: Nu-i trebe mai mare para :|, 


Ca omu strain in tara. 


(Ieud 4) 


DA 


Bata focu nacazu! 


| ily Il. 
|: De tanara ’n tine-am tras:| trasu. 


|: D-amu-s batran, nu te lasu :|. 
|: Canta cuce, cand te-1 duce : | 


Fost-am tanar, ca iarba— 
Si m’o batranit lumea. 


(Ieud ¢) 


23f. 


Care om horeste multu, 

Zic oamenii, ca-i bolund.t 
Bolund nu-i, focu sa-l bata !— 
Cu de-acele sa desteapta. 


5 Bolund nu-i, focu sa-l fie!— 


Cu de-acele sa mangaie. 


(Bocicoiel 7) 


238. [Var. 93] 

Care in catane-si pleaca, 
Ramane casa sal’eaca,2 
Boii prinsi in tanjel’e, 
Si casa plina d’e jel’e; 


Seles Cubtriezilenmaiemamieri: 


5 Raman boii prinsi in oculu,? 


(Visaul-de-jos ¢) 


23d. 


|: De-as muri primavara : |, 
|: Pasarile mi-ar canta :|; 
|: Pupaza mi-a clopoti :], 
Si cucu popa mi-ar fi. 


(Ieud ¢) 


23e. 


Pana-i omu tinerel, 
Nu sti ’n lume cine-l tine; 
S’ apoi, daca da d’e reu, 
Apoi stii, ca-i Dumnezeu. 

5 Fost-am tanar, ca si lazu— 
$i m’o batranit nacazu; 


nebun (< bolond, wng.). 
sarmana. 

ograda. 

biciu. 


Hot te we dl 


Si casa plina d’e doru; 
|: Si d’e doru mandrului: | 
Putrezest’e zd’ici* in cui, 


Plugu ruginest’e sub paret’e, 
10 Boii pasc in iarba verd’e. 
(leud ¢) 


23h.* 


|: Pest’e muntii Brodului: | 
Est’e bun drumut batut. 

. Nu-i d’e caru cu caruta, 
Nici d’e boi cu tileguta,5 


5 Ci-i d’e-o curva d’e hevasta,. 
Fugita d’e la barbatu. 
Pazest’e, hevasta, drumu, 
Ca t’e-ajunge barbatu. 
(Valeni ¢) 


Diminutive of tileaga = carul fara loitre (< taliga? ung.). 


[ 216 ] 


23b. 


Cuckoo bird, you lively one! 
May the one who angers you 
Be accursed to be a stranger. 
He will need no greater fire 

5 Than to be a stranger somewhere; 
Nor a stronger rope will need 
Than on earth to be a stranger; 
He will want no stronger flame 
Than be alien in the land. 


23c. 


May the fire smite you, woe! 

Since my youth I’ve been with you; 

Now I’m old, I shall not leave you. 

Cuckoo, sing when you'll be leaving, 
5 (Sing to me) three days beforehand. 


23d. 


In the spring if I should die, 
(All) the birds will sing for me; 
(And) the hoopoe’ll toll the bell, 
And the cuckoo’ll be my priest. 


23e. 
While a man is youthful yet, 


He knows not on earth who keeps him. 


Later, if he meets with ills, 
Then he knows it is the Lord. 

5 I was young as fresh-cleared land; 
Worrying has made me old. 


10 Brod may refer to one of the three places of that name in Yugoslavia; it may be a mis- 
print of Bod (District of Brasov); or it may be meant to be Brad, the name of several localities 


I was youthful as the grass, 
And the world has made me old. 


23f. 


(Of) the man who’s always singing 
People say that he is mad. 
He’s not mad, may fire strike him! 
That is how he cheers himself. 

5 He’s not mad, may fire get him! 
He seeks comfort in such doings. 


238. 


He who goes a-soldiering 

Leaves a needy house behind; 

In the yoke the oxen stay, 

And the house (stays) full of woe; 

5 In the yard the oxen linger, 

And the house is full of yearning; 

And, with longing for the lad, 

On the nail the whip goes rotten, 

(And) the plow rusts by the wall, 
10 (While) the oxen eat green grass. 


23h. 


O’er the mountains near Brod,!° 
There’s a path that is well beaten: 
Not by carriages or carts, 
Nor by ox-drawn wagons, but 

5 By a strumpet of a wife, 
Who has run off from her husband. 
Woman, mind the way (you go), 
Or (your) husband will catch up. 


in Rumania, of which the most likely would be the one in the District of Hunedoara. 


2174 


24. [Var. 134b.] 


|: Marg in lume, nu mfhij bine: |, 


Zin! acasa, n’am la cine; 
Marg in lume, n’am iosag,? 
Zin acasa, n’am om drag. 

5 Ce focutu sa ma fac! 
(Valeni ¢) 


25. 


Saracele fetele, 
De-ar muri cu toatele! 


Una, doua si-au noroc, 
Celelalte marg in foc. 
(Poieni ¢) 


26. 


|: Numai eu d’¢-as st’i hori: |, 


Pa mandru l-as nhebuni 

Cu gura si cu ot’ii.? 

Numai eu d’e-as st’i canta, 
5 Pa mandru l-as insela 

Cu ot’ii si cu gura. 


(Valeni ¢) 
27. [Var. 75] 


|: Mamuca, cand m’ai facut :|, 


SONGS 
HORE 


28a. 
3x 
|: La parau cu frunza lata :| 


Zine® doru si ma ’ntreaba, 

Und’e mni-i® lumea cea draga ? 

Lumea draga mni-am avut, 
5 Tat’e mni’ am petrecut 

Cu mandrutu mai d’e mult. 

(Ieud ¢) 

Var.: 

A mneu dragut nu-i dragut, 

Numai maieran si strut; 

Ca si daca iese ’n drum, 

Tati8 oamenii mni-l arata: 
5 —Ni! dragutu tau, tu fata! 

(Valeni ¢) 


28b. 


|: De-as avea mama si tata:| ! 


N’as fi-asa de suparata. 
D-asa n’am nici maicuta: 
Vai de-a mea inimuta! 
(Dragomiresti ¢) 


20. 


|: Hej tu mamuleaua mé:|! 


Doamne, bite ti-o parut, 
C’ai gand’it, c’oi yi* fecior. 
Daca m’ai vadzut, ca-s fata, 
5 Toat’e t’e-o durut odata. 
(Dragomiresti ¢) 


vin. 


ochii. 

fi. 

vine. 

mi-i. 

Toate mi. 

Toti. 

alege. 

filimica (Calendula officinalis). 


CaOrNourprwpyp 


Le UTE eT ae We et 


BR 
i) 


avere, bogatie (< jdészag, ung.). 


Numai io ca mi-am gand’it, 
‘Numai io cu mint’e-a mé 
Gand’it-am, ca mi-oi ale’? 
5 Rujniciaua!? d’intre flori, 
Si strutu d’intre feciori. 
Numai io ca mi-am ales 
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SONGS 


24. 


I go out, I have no comfort; 

I come home, I’ve no one (there). 
I go out, I have no ease; 

I come home, I have no lover. 

5 What the (hell-) fire shall I do? 


25. 


(Oh,) the poor (pitiful) girls, 

If they were but all to die! 

One or two (may) have (some) luck, 
All the rest are doomed to woe. 


26. 


If I knew but how to sing, 

I’d drive my belovéd mad 

With (my) eyes and with (my) mouth; 
If I knew but how to chant, 

5 My belovéd I’d deceive 

With (my) mouth and with (my) eyes. 


27. 


When you made me, mother (mine), 
Lord, how happy you became, 

For you thought I was a boy. 
When you saw I was a girl, 

5 You began to ache all over. 


28a. 


At the brook with the broad leaves, 
Yearning comes and asks of me: 
Where’s the company I love? 
Loving company I’ve had, 

5 And I have enjoyed it all 
With (my) lover, long ago. 
Variant: 
My beloved is not a lover, 
He’s (of) marjoram a posy. 
Let him but come on the road, 
All (will) point him out to me! 

5 Hey, (there goes) your lover, lass! 


28b. . 


If I had mother and father, 

I’d not be so (sorely) troubled. 
But I’ve not even a mother, 
Woe to (this poor) heart of mine! 


29. 


Hey, you little mother mine! 

I had always but (one) thought, 

To myself, in my own mind: 

I believed that I would choose 
5 Marigold!! of (all) the flowers 

And the posy among the lads. 

Yet the choice I came to make 


11 Rujnicea is the Rumanian name of the plant Serratula tinctoria; but the author indicates 
in a footnote that the flower referred to here is Calendula officinalis. 
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Ned’ina d’e pan’! sacara, 
SemAanta d’e cé amara. 


(Valeni ¢) 


30.* 


|: Mai Neamtul’e d’e la Becj?2:|! 


Nu-i modru raiu sa-l vedzi, 
Mult’e doruri d’espartest’i. 
Doru meu cu-a bad’ii 

5 Nu-l ii pute d’esparti, 

Or cat fi prabalui. 

(feud ¢) 


31a. 
(io) aka 


|: Si-atunci canta, mai cucie:| cuci’, 


Cand pe-a mneu bad’e l-or duce. 
Si-atunci zboara si tu sarca,4 
Cand ii ved’é ca l-imbraca 

5 Tat cu haine mohorit’e, 

Cum 1-0 fostu mai urit’e 

Si Neamtului mai iubit’e. 
(Patrova ¢) 


31b. 


|: Mai mandrule de doj ai: |! 


De cand la inima-mi stai, 
Nu ne-a desparti ma-ta, 
Nici ma-ta, nici tata-tau, 
5 Nicii domnii* din Visau. 
(Patrova ¢) 


Tu mamuca m’ai facut, ¢., 
|: Cu ierbuta de-asternutu : |, 
Poe 


ai, hat, haw! 


se 


if 


33a. 


|: Taci cucule, nu canta: |], 
Ca nu te poci® asculta! 


Ca d’e cand m’am maritat, 

Nu mni-i huc® d’e-a tau cantat. 
Pan’ am fo’? la mei parinti, 

Nu t’e-am oprit sa nu-mi canti. 
(Breb ¢) 


33b. 


Cel mandrut cu cusma neagra 
Sede ’n poarta si ma ’ntreaba: 
Mai fi-i-oi draguta draga ? 


(Nanesti ¢) 


34a. = 33a. 

vy. Hei mai mdandra si dainare, 
mat st her! 

(Dragomiresti ¢) 


34b. 


Mandruta, tu ti-ai ganditu, 
Ca nu-s flori ca tine ’n ratu, 


Este-un rat cu flori batrane, 
Sed mai faine decat tine. 
(Ieud ¢) 


abe 


36. 

' 3x 
|: Catu-1 tara:| ungureasca, 
Vex 


1 = neghina de prin. 

2 = Viena (< Bécs, ung.). 

3 = proba (< prdébal, ung. < probieren, nemf.). 
4 = cotofana, tarca (< szarka, ung.). 

D == ion, 

Se—schiare 

ae tosts 
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(Is) the tareamong the rye, = 2 -—-—------=- 


Bitterest of (all the) seeds. Refrain: Come, come come! 
30. 33a. 
German from (the town of) Vienna, Quiet, cuckoo, sing no more, 
By no means shall you see heaven, For I can’t give ear to you! 
(For) you part (so) many yearnings. Because ever since I married, 
(Yet) my yearning and (my) lover’s For your song I care no more. 
5 You shall not prevail to part, 5 While I lived with my own parents, 
No matter how hard you try. Never did I stop your singing. 
31a. 33b. 
Then, oh cuckoo, sing (again) That young lad, a black cape wearing, 
When they take away my lover. At the gate stands, asking of me: 
Then too, magpie, fly away Will I be again his sweetheart ? 


When you see they dress him up 
5 All in garb of darkling hue,12 


Which he always hated most, 34a. = 33a. s 
And which best the German likes. Refrain: Hey, (my) sweetheart, and 
be singing, ho and hey! 

31b. 

Lover mine of two years’ (standing), 34b. 

Since I have you in my heart, Sweetheart (mine), you had believed 

(Even) your mother shall not part us, There’s no bloom like you afield. 

Not your mother, nor your father, There’s a field of withered flowers, 
5 Nor the gentry of Vishau.18 (And) they’re finer than yourself. 

32. 35,14 

You have borne me, Mother (dear), 

Refrain 36 

On a bedding made of grass, 

Refrain In the whole Hungarian land 

Refrain 


12 That is, in military uniform, as a recruit. 

13 Visau is a town in the district of Maramures (Visaul-de-Sus), which was a local recruiting 
center at the time this text was written. 

14 See the author’s note to the respective melody. 


feist 


Nu-i ca fata romaneasca ; |: Lasatune-am cu mandru:|? 
Cu brau rosu sa incinge, 
ID}bo! Coloswavajeykerbhgzial CHWereys§ ae 


v. Het Ancuta rvomadncuta! (Oncesti ¢) 
hei! het! her! 
eee 
(Bocicoiel ¢) Al. 


7 |: Domhisor d’e la oscoala? : |, 
oh ee 


: Ma iolal As ; ae a 
|: Mandrut, viola! domneasca : |, |: Vin acasa si t’e ’nsoara :| ’nsoar’, 


Ca m’am crescut marisoara ! 
i Hh Aas and : «i dat Si mai m&risoar’ as xi,5 
A Sif See. , hes a 5 D-am crescur cu strainii, 

i tava daina, daina, Ps 

if ne oe ae atrova 
Haz dorule si daina, ( #) 

mat, mar, mai! 

(Nanesti ¢) 42. 
|: Trimis-o ’imparatu cart’e : |, 

38. as? , » | +5 
: F | atet ie de pa sat en sacs 
Lumea nu te-oi sudui, 
Nici bine nu ti-oi gandi, 
Pan’ n’oi vedé cum a fi, 
ile 


Ca sa nu samine flori, 
Ca nu l’e raman fecior1. 
(Dragomiresti ¢) 
Nu te-oi sudui cu focu, 
5 Pana n’oi vedé narocu 43. 
Nu te-oi sudui cu para, 
Pana n’oi vede tigneala. 
v. Dayna, dajna si dayna! 
(Visaul-de-jos ¢) 


Mai mandrut! de mila ta! 
Tun este si te-a tuna, 


Mai mandrut! de nu-i vini: 
Tun este si te-a trazni 


39. [Var. 124.] 5 La sura, cand ii cosi. 
|: Dusu-1 mandru, n’ar vini:|; (Cuhea ¢) 
D’e-oi plange, saie-mni ot’ii,? s 
C’amu tat-atata mifi-i. 44. 
Si d’e n’a vini bad’ea, |: Toata lumea-i suparata : |, 
5 Saie-mmni ot’ii, d’e-oi zd’era,3 |: Nu-j ca mine cate-odata :|, 
C’amu mfi-i tat-atata. Y., 
(Ieud 4) 
Toata lumea-i cu desmierd, ba* 
40 Numai eu de-abia o vad, ba.* 
: vy. Mai si mat! 
|: Mult ma ’ntreaba tot omu:}: (Dragomiresti ¢) 
1 = micsunea. 
2>— 7 ochii. 
1 = sbiera, plange. 
4 = scoala (< oskola, ung.). 
tS ai 
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None’s like the Rumanian lass: Have I parted with (my) lover? 
Girds herself with girdle red, 
Ruddy is her check as blood. 
Refrain: Little Ann, Rumanian lass, 


ho! hey, hey, hey! 41. 
(You,) young gentleman at schooling, 
37. Do come home for to get married, 


For I’ve grown up pretty nicely! 
I’d have grown up even more, 
5 But with strangers I grew up. 


Lover (mine), you lordly violet! 
Refrain 
Refrain: Come, (my) sweetheart, sing (to 
me), 42. 
Sing and sing again; 


: b : : (Lo,) the Emperor sent a letter 
And again sing, sing again; 


To the lasses of the village: 


ho, ho, ho! They’re to sow no flowers (more), 
They’ll be left without (their) lads. 
38. 
I shall not revile you, world, 43. 
Nor shall I think well of you es 
: canes : Lover, (show) your kindliness: 
rape alae There is thunder, it will strike you. 
I aria curse you with fire pode erlitele slot tdeisttey 
Pri Tt sea what lack 1 have: There is thunder, you'll be struck 


I shall not curse you with flame, 5 By the barn, when you are mowing. 


Until ease I see (before me). 


Refrain: Sing and sing and sing again! 44, 

Everyone’s beset with worry, 
39. (But) not as I sometimes am; 
Lover’s gone, he won’t come back: Everyone gets comfort (too), 
May my eyes bolt if I’ll cry, Only I can hardly see it. 
Now it’s all the same to me. Refrain: Ho and ho! 


If (my) lover won’t come back, 
5 May my eyes bolt if I’ll weep, 
Now to me it’s all the same. 


40. 


Everyone is asking me: 


[2287 


45a. 47.* 


|: Foc te arde deal inalt :|, 
Y., 48. 
|: Mandrut, pana fe ibd’im®§ : |, 


De multe ori te-am calcat. |: In tot dzi nu ie ved’em : |. 


v. Si-apot dajna si dajna, 
Si ava, mandra, daina! 
(Visaul-de-jos ¢) 


Multa vreme he pare. 

Da amu nu he ved’em, 

Cum put’em d’e he rabdam ? 
Nicii? cart’e tu nu-mi scrii, 


45b.* Nicii cart’e nu-mi trimeti, 
; ‘ 7 Nicii nu zii® sa ma vedzi. 
|: Frunza verd’e mar acrut ; |,— (Valeni 4) 


|: D-am avut si eu dragut :|, 


Si n’am st’iut sa mi-l crut, 49. [Var. 72c.] 
Daca o trecut vremea. 

5 L-as ibd’i,1 nu vrea ma-sa, 
Ca i-o fost dulce gura. 
Nu i-o fost, da cum sa fie, 


|: Ma sculai d’e d’imineata :|, 
|: Pe megura si pe ceata : | 
Si luai coasa ’ntr’ o mana, 


Ca strugurii cei d’e vie. Yes _ 
Si d’e cine-s despartit, Si mersei in cea grad’ina 
10 N’aiba panza pe obraz, 5 Si gasii o ruja? plina 
Nicii scanduri d’e salas. Si-o coconita tanara. 
(Bocicoiel 4) Nu st’iu: ruja ciunta-oi, 
Or cocoana saruta-oi? 
46 Lasai ruja sa ’nfloreasca, 
oe 10 Si cocoana sa mai creasca. 
|: Sufla vantu romunu? : Si ma duc a doua oara 
Spusu mni-o—* Si gasii ruja ciuntata 
SSS SS = $i cocoana maritata. 
(Oncesti ¢) Fi-ar imima d’e peatra 
15 Cum mi-o fost si-a mea odata. 
vy. Hat, hat, hai! 
46b. (Visiul-de-jos 4) 
|: Nu yi mandrut banuit :|, Var.: 
~ MAandrulut de pe rasoare, 
Nu miiai fo’$ randuluit ;4 Nu-mi trimete-atata jele: 
Nicii’ io nu-s banuita, Si pe luna si pe stele, 
Nu ti-am fo’ randuluita. Pe gurile cele rele! 
(Valeni ¢) (Poieni ?) 


I 


iubi. 

roman, musatel prost (matricaria inodora). 
nu mi-ai fost. 

oranduit (< rendel, ung.). 

nici, 

iubim. 

nici. 

vii. 

trandafir (< rézsa, ung. < Rose, nemf.). 
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tot de de wt del 


oonrdroau&4#rowon 


I 


45a. 


Tall hill, may the fire burn you! 
Many times I’ve trodden you. 
Refrain: And then sing and sing again, 
ho! 
And then, sweetheart, sing 
again! 


45b. 


Green leaf (of the) sourish apple, 

I have had a lover, too, 

But I knew not how to keep him 
When the time had gone forby. 

5 I would love his sweet lips still, 

But his mother is against it. 

They were not—how could they be ?— 
(Sweet) as grapes out of the vineyard; 
And the one from whom I’m parted, 


4716 


48. 


Lover, while we loved each other, 
(When) we didn’t meet each day, 
Time seemed long (indeed) to us. 
Now we do not see each other, 

5 How (is it that) we can bear it? 
You don’t write me any letter, 
Nor a letter send to me, 

Nor yet do you come to see me. 


49, 


Early morning I got up, 

There was fog and (there was) mist; 
In one hand I took the scythe, 
Refrain 

And I went into that garden, 


5 And I found a full-btown rose 

And a youthful maiden (too). 
Should I pluck the rose? I know not. 
Or the maiden should I kiss? 
(So) I left the rose to bloom 

10 And the maiden to grow up. 
And I went a second time, 
And I found the rose (was) plucked 
And the maiden (had got) married. 
May she have a heart of stone, 

15 Just as I had at one time. 
Refrain: Come, come, come! 
Variant: 
Lover from the unplowed furrow,1? 
Do not send me so much sorrow, 
By the moon and by the stars, 
And by evil-speaking tongues. 


10 May his face remain unsheeted, 
Boardless, too, his resting place. 


46a. 


Wind blows on the camomile,15 
I’ve been told ———- 


46b. 


Lover, do not take it ill: 

You were not for me appointed; 
I have no hard feelings, either, 
I was not ordained for you. 


15 The author’s footnote indicates that romunu (recte romonul) is the herb Matricaria ino- 
dora. That herb unusually is called Romonifta de cimp in Rumanian (in English it is the corn 
mayweed), whereas romon is the name of camomile (Matricaria chamomilla). 

16 See the author’s note to the respective melody. 

17 That is, the furrow that is left unplowed to mark the boundaries of a field or to provide a 
footpath across it. 
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50.* Uritu si supararea— 
Hei d le! Gandesti, ca te-aduna valea! 
: e! nee 
nee (Bocicoiel ¢) 


51. 53d. 
|: D’e-as st’i canta ca cucu :], |: Lasa, mandrut, ca-j vedea, : |, 
————— |: Ce plat’e® dragostea mea: |, 
Nu m/’as strica cu lucru; 
D’e-as st’i canta ca miiierla,! Si cea buna, si cea rea. 
ING UE FANS Cheatee acm aayehiter la: 
(feud 7) (Poieni ¢) 
Var 
52.* Mandrulut cu par sucit 
: Sezi la noi, dac’ ai venit! 
|: Sucite parutu meu :], (Nanesti 4) 


|: Nu te teme de birau? : |; 


Nu te teme de pe frunte, 53e. — 49. 

Sere (Vixtu-dejos 4 
Mi-s’o dat doru de cap.*** 

(Glod ¢) nA 


|: Mandrulut, yir d’e sanyiu® : |, 
53a. a 


|: Zine? mandru ca si gandu :]; . 
Vrut-as yi’ sa nu t’e st’iu! 


$a gand’ea mama, ca-i vantu. Ca d’e cand t’e st’iu pe t’ife, 
Zine mandru ca si-o roaua; N’o ramas ifima ’n mite. 
$a gand’ea mama ca-i ploaua. 5 Putina cat o ramas, 
(Ieud 4) D’e doru tau tot o ars. 
vy. Daina, mandra, si daina, 
53b. St tava, mandra, daina! 
(Ieud ¢) 


|: Codrul’e cu frunza lata :|, 
|} Ptice't catrat; nu te bata =| 


(Glod 4) a a a OA 

|: Duce-m/’as, nu stiu drumu:], 

53c |: Invata-ma nacazu:|. 

|: Supararea si uritu : |— Duce mas, nu stiu carare, 

|: Gandesti, ca te-aduna vantu :|! Invata-ma suparare. 
SS SSS SS (leud ¢) 


mierla. 

primar (< bird, ung.). 
vine. 

pice peatra. 

plateste. 

fir de garoafa. 

fi. 


Ii td wt tad 
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50.18 
Refrain: Hey, you yearning (you)! 


51. 


Could I but sing like the cuckoo, 
I'd not spoil myself with work; 
Could I like the blackbird sing, 
I’d not wear myself with toil. 


52. 


Oh, you curly hair of mine, 
Do not fear the village mayor; 
Have no fear, forelock of mine, 
Mother has (some) hundreds left.19 
Refrain: Hey, ho, what to do? 
Yearning seized me by the 
head! 


53a. 


(Swift) as thought (my) lover comes: 


Mother thought it was the wind. 
(Soft) as dew (my) lover comes: 
Mother thought it was the rain. 


53b. 


Forest with the leafage broad, 
May it hail and never strike you. 


53c. 


Worriment and lack of ease 
By the wind seem to be gathered; 


Lack of ease and worriment 
By the stream seem swept together. 


53d. 


Let be, lover, you will see 

What my love is worth (to you), 
Both the good (kind) and the bad. 
Variant: 

Lover with the curly hair, 

Stay with us, now that you’ve come! 


53e. = 49. 


54a. 


Lover, sprig of garden pink, 
Refrain ‘ 

I would wish I didn’t know you! 
Because ever since I’ve known you 
There is no heart left in me; 


5 And the little that is left 


Is burnt up with yearning for you. 
Refrain: Sing, sweetheart, and sing 
(again), 
And then sing and sing again! 


54b. 


I’d go off, don’t know the way: 
Worry, teach (the way to) me. 

I'd go off, don’t know the path: 
Sorrow, teach (the path to) me. 


18 See the author’s note to the respective melody. 
19 The rich Jad, in other words, need not fear the recruiting officer: his hair will not be 


clipped. 


aad 


Doe 57b. 


|: Maieran crescut in crucj :|, |: Vai de-acei, ce sa jubesc : | 
Y., |: Si parintii nu voijesc :|! 
—Fa, mandrut, c’amu t’e duci. Inima li arde ’n foc, 
Maieran crescut in crangi, La dragoste n’au noroc; 
—Hai, mandra, sa gta, 5 Inima li-i ca de para, 
ie. ee" Ronan ; ; : 2 
5 D’e-aicii pana la Beci, La dragoste n’au tigneala. 
. WS Mie) 

D’e la Beci pana ’n Rat’eag (Bocicoiel ¢) 


Din Rat’eag pana sub st’eag. 
Si t’e uita, mandra, bite, 
Capu mneu und’e ramaiie. 5S." 
10 Tu, mandruta, audzi-i: (Ieud ¢) 
Pustil’e dzurgaluind, 
Si capuri pa jos sarind. 


D’e-a da, mAndra, Dumnedzeu, 59. 

Sa saie $i capul mneu, ’Neeluit-o4, ’nceluit 
15 Te-l, mandra, si ada (Amana, Un fecjor de d-aurar 

Nu-l lasa ‘n fara straina; |: Pe o fata de domnar5 : |; 

Te-l, mAndra, si ada ’n poala, 

F y , , | a es . ° 

Nu 1 lasa n drumut d’e tara! Peste munti ca si-are curti. 

Sil pune sub paret e, : 5 —Haida, mandra, ca ne-om duce! 
AAO) SHERy CREO Tae Nerel WEE, 

Si-a crest’e si 1-i ciunta, (Ieud 4) 


$i d’e dor nu te-i usca. 
v. Daina, mandra, si dajna, 
Si ard, mandra, daina! 60. 
(Ieud ¢) |: Frunza verde magurean : |,— 
|: Ce fieior jara Valean : |! 

V.¥e é hs Abe Sambata, Dumineca 
|: Bine-1, Doamiie, cui ii bine : |, Mandru, Doamne, se gata 
5 Si la ulita iesa. 


Bine-i care nu-s catune,? 


Ca cineaza $1 pranzest’e, — (Poieni ¢) 
Cu-alui mandra ’n sat traiest’e. 
(feud ¢) i. 

OL 
57a. (leud ¢) 
|: Lumea nu t’e-oi sudui :], 
|: Batarcat d’e ray miii-ar yi3:|; 62a. 


Witt == [a] (esl 
Lumea, pis t oe blastama, |: Mandrut, inima de cAne:| can’! 
Batarcat’e m’or manca. 1 


(Cuhea 4) Y., 
1 = Viena. 
2 = catane. 
Sashes 
4 = inselat-o. 
5 


I 


domn, dignitar . 
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55. 


Marjoram that’s crosswise grown, 
Refrain 

Lover, now be on your way. 
Marjoram that’s grown in twigs, 
Sweetheart, come along with me: 
5 All the way from here to Vienna, 
(And) from Vienna to Reteag,20 
From Reteag under the flag.?1 
Also, sweetheart, mark you well 
Where my head will come to rest. 


10 You will hear, oh sweetheart (mine), 


Rattling sound of rifle fire, 

(See) heads falling to the ground. 
If the Lord ordains it, sweetheart, 
That my head should also fall, 


15 Take it, sweetheart, in your hand, 


Leave it not in a strange land; 
Bring it, sweetheart, in your lap, 
Do not leave it on the highway! 
Set it (then) beneath the wall, 


20 And ’t will grow green marjoram, 


It will grow and you shall pluck it, 


And for yearning you'll not wither. 


Refrain: Sweetheart, sing and sing 
again, 


And then sing, lass, sing again! 


56. 


Blithe is he who is contented, 
Blithe is he who’s not a soldier: 
Eats his noon and evening meals, 
With his lass lives in the village. 


57a. 


I shall not revile you, world, 

Ill though things may go with me; 
I shall not accurse you, world, 
Whatsoever ills may plague me. 


57b. 


Woe to them who are in love, 
When their parents are against it! 
In the fire burn their hearts, 
(And) they have no luck in love; 
5 Flaming seem their hearts to be, 


(And) in love they find no comfort. 


58.22 


59. 


He seduced her, he seduced her: 

A gold washer’s son (was he), 

(She) a lass of gentry kin. 

O’er the hills he had his home: 
5 Come along, lass, let us go! 


60. 


Green leaf (of the) marjoram, 
What a lad was (that) Valean! 
Saturdays and Sundays (too), 
Lord, how handsomely he dressed, 
5 And went out into the street. 


62a. 


Lover (mine), you curlike heart! 
Refrain 


20 A village in the district of Odorheiu, pronounce approximately ret-YAG. 
21 That is, into the army, as a sworn-in recruit. 
22 See the author’s note to the respective melody. 
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A, fos As fey nl Multe rele m’au mancat! 


vy. Daina, mandra, $i dajna, (Visaul-de-jos ¢) 
Si tava daina, dayna! 
(Nanesti 4) 64b. = 23b. 
(Dragomiresti ¢) 
62b. 
| : Cine nu stije,ce-i doru : | 65. 
Sada ’n codru cu anu: |: —Haj mandrut la noj de masa :| 
Apoj a sti, ce-i doru. |: CA barbatu-mi dus in laz:|, 


pre ecnnit eye) Tat in lazu cel batran 


A cosi si-a face fan. 
62c. 5 —Da d’e cina ce mfii-i da? 
—Pept’ini! verzi ca ied’era, 
Gura dulce ca mnierea, 2 
—Cloputu’ und’e l-om pure? 
—tLa fereasta est’e-un cui 
10 Anume pe sama lui; 


|: Cucule, mare dujman :], 
|: Ti-am platit sa-mi canti un an:|. 


Nu mi-ai cantat far’ o luna, 
Nici atunci cu voie buna. 


(Ieud ¢) La fereasta est’e-un pat 
Anume d’e sarutat. 
(Breb ¢) 
63. 
ia qe] tl) 66. 
|: Satule, pe tine-j noru :| nor’, |: Cine m’o dat dorului:|, 
me |: Zic& ’n frunza plopulyj : | 


De la mandru-mi vine dor; 
Satule, pe tine-i ceata,— 

De la mandru-mi vine greata. 
¥. St-apot daina si daina, 

St tava daina, daina! 

(Cuhea 4) 


Si ’n usa salbocului!* 
Cine m’o dat jelnicu,® 
5 Zica ’n frunza rachitii 
Si ’n fereasta temnitii. 
(Bocicoiel ¢) 


67. 
eae Bare. 


‘]- se x ae A 
|: Dzis-ay mama catra mine :| min’: ee ea 


T ii ie: i 


Wont : i |: Tri cuci imi canta pe-afara :| -afar’; 
|: —Dragul manii mai copile :| copil’, = iit Sa 


64a. 


Tri‘cuci afara canta, 


Nu canta, nu suiera, Mama ’n casa ma mustra, 
Multe rele te-or manca! 5 Sa ma las de badita 
5 De mama n’am ascultat, Si sa nu-i calc basada.é 

Si-am cantat si-am suierat: (Patrova ¢) 

1 = pepeni.* 

2 = mierea. 

3 = Diminutive of clop = palarie (< kalap, ung.). 

4 = sentinelei (< silbak, ung. < Schildwache, nemf.). 

5 = jelnicului. 

6 


vorba (< beszéd, ung.). 
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on 


Refrain: Sing, sweetheart, and sing 
(again), 


And then sing and sing again! 


62b. 


Let the ones who don’t know yearning 


By the year live in the forest, 


Then they’ll know what yearning is. 


62c. 


Cuckoo, you grim enemy, 

For a year of song I’ve paid you, 
Barely a month you’ve sung to me, 
(And) not then hghtheartedly. 


63. 


Village, there’s a cloud o’er you: 
Lover’s yearning comes to me. 
Village, there is mist upon you: 
Lover’s loathing comes to me. 
Refrain: And then sing and sing 
(again), 
And (then) sing again and 
sing! 


64a. 


Mother used to say to me: 
Mother’s darling, child (of mine), 
Do not sing (and) do not whistle, 
(Else) you’ll be beset by evils. 
Mother’s word I didn’t heed, 
And I whistled and I sang: 
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Many ills (indeed) beset me. 


64b. = 23b. 


65. 


Lover, come and eat with us, 

For my husband’s in the meadow; 
In that meadowland of old, 

He will mow and gather hay. 


5 But what will I get for supper? 


Cucumbers as green as ivy, 

(And) a mouth as sweet as honey. 
(But) where will I set my hat? 
By the window there’s a nail, 


10 That’s just right for it (to hang on); 


on 


5 


There’s a bed (too) by the window, 
That’s just right for kissing (on). 


66. 


(May) the one who set me yearning 
Through a poplar leaf make song, 
Even at the guard-house door; 
(May) the one who set me grieving 
Through a willow leaf make song, 
Even at the prison window. 


67. 


Last night and the night before that, 
Cuckoos three for me were singing. 
Out of doors three cuckoos sang, 
(And) indoors my mother scolded: 
(Said) I ought to leave (my) lover 
And not overstep her say. 


68. 


|: Haida, mandru, haida, hajda:|! 


Y., 


Nu cata! ca-i uda iarba! 
Daca iarba sa usca, 
Vini-oi, nu te-oi t’ema.? 
vy. Tragu-mi hora mea 


| A] 
|: Pe cé struna subfive:| -ra. 


(feud ¢) 


69.* 


Loa) a} il. 
|: Bata-te, mandrule, bata:| bat’, 


|: Trei graute de piper :| — 


Dorul meu din toate seri! 
(Cuhea ¢) 


70a. 


|: D-in mijlocu codrului : | 
|: Este-un mar al dorului: |]. 


(Visaul-de-jos ¢) 


70b. 


|: Mai Neamtule, limba ré:|! 


Mandru ’n cinste te sluje. 
Te sluje fara sambrie, 
Lasa-l pa sara sa vie; 

5 Te sluje fara tomala, 
Lasa-l sa vie pa sara. 
(Ieud ¢) 


71. 


|: Mult ma ’ntreaba ifima :|: 


|: D’epart’e-i Amarica4 : |? 


cauta. 

chema. 

intocmire, conditiune. 
America. 

catani. 

astepta. 


aan fr On Fe 
oe tw eal 


Io i-am spus inimnii mel’e, 

Ca nu st’iu, pana n’oi mere. 
5 Amarica, apa lata, 

D’e ti-oi saca tat’ odata, 

Sa sa faca drum pan’ t’ilie, 

Sa ma duc si io la t’ine, 

Sa vad, rau-i or fi bine? 

(Visaul-de-jos ¢) 


72a. 


|: Maieran verde ’ncrengat :|, — 


Trece mandru suparat. 

Nu ma ’ntreaba, ce-am lucrat, 
Pentru ce l-am blastamat. 
(Ieud ¢) 


72b. 


|: Mai puiutu cuculu :|! 


Du-te-a spune mandrului: 
Cate vreme-a catuni,® 
Fi-a rand a-l agodi.é 
(Ieud 4) 


72c. [Var. 49.] 


|: Mandrior departacior : |, 
|: Nu-mi trimete-atata dor : | 


Pa lunita si pa nor! 

(Visaul-de-jos ¢) 

Var.: 

Umbla-o1, mandrut, umbla, 

Umbla-oi din tara ’n tara 

Ca cucutu dupa vara; 

Umbla-oi din lume ’n lume 
5 Ca cucutu dupa pane. 

v. Hat dorule si daina 

St tava dorut daina! 
(Poieni ¢) 
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68. 


Come along, come, lover, come! 
Refrain 
Don’t mind that the grass is wet! 
If the grass should but dry out, 
I shall come, I will not call you. 
Refrain: (See,) I play my song 

On the thinnest fiddlestring. 


69. 


Lover (mine), may you be stricken 
By three peppercorns (and, too,) 
By my yearning every night. 


70a. 


In the middle of the forest 
There’s an apple tree of yearning. 


70b. 


German of the horrid speech! 
Honestly (my) lover served you; 
Without wages he has served you: 
Evenings let him come (to me); 


5 Without bargaining he’s served you: 


Let him evenings come (to me). 


aA; 


My heart often asks of me: 
Is America far off? 


[ 233 ] 


I have told (that) heart of mine 
That I won’t know till I go. 


5 Oh America, wide water, 


If you’d only dry up once, 

That a road be made through you, 
That I, too, might go to you, 

To see if it’s well or ill! 


72a. 


Marjoram, (so) green and bushy, 
Angry goes (my) lover by. 

Doesn’t ask me what I’ve workedj(at), 
(Doesn’t ask me) why I cursed him. 


72b. 


Hey, you little cuckoo chick! 
Go and tell (my) lover (this): 
While he wil] be soldiering, 

It will be (my) time.of waiting. 


720: 


Lover (mine) from far away, 

Do not send me so much yearning 
By the moon and by the cloud! 
Variant: 

I shall wander, lover, wander, 

I shall go from land to land, 

As the cuckoo follows summer; 

I shall roam from folk to folk, 


5 As the cuckoo follows food. 


Refrain: Come on, yearning and (come) 
song, 
And again yearning (and) 
song! 


Io, mandrul’e, nu t’e-ast’ept: 
Sept’e ai d’e nu-i zini,4+ 
5 Mnie tat-atata mni-i;® 


73a. 


Loe el, | 
|: DecAt la Neamtu catana :| catan’, 


Mai bine ’n codru cu pana. 
Ca decat la Neamtu sluga, 
Mai bine ’n codru cu frunza. 
(leud 7) 
ViGY al: 
De-ar yi! dor vanzalator,? 
Face m’as negutator, 
Si-atata l-as nheguta, 
Pana ce l-as cumpara; 
5 Si-atata l-as targui, 

Pana ce l-as dobandi. 
v. Hai dorule si daina 

Si iava dorut daina! 
(Poieni ¢) 
Var. 2: (Var. 73¢.] 
Pest’e d’eal frunza ratunda— 
Est’e-un tau cu ap’ afunda. 
Hai, mandrut, sa ne scaldam! 
Ca pa noi pt’ica? blastam 

5 Si d’e mama si d’e tata, 

Sa ne lasam d’e olalta. 
(Glod ?) 


73b.* 
(Ieud 4) 


73c. [Var. 73a. var. 2] 


|: Pa dealut pest’e ratund : | 
|: Est’e un izvor afund :|. 


Hai, mandra, sa fie scaldam! 
C’o picat pe noi blastam 
5 Si d’e mama si d’e tata, 
Sa ne lasam d’e olalta. 
(Ieud ¢) 
Var.: 
Du-t’e, mai mandru, sara, 
Acasa t’e-or ast’epta; 


hs Th 

2 = yAanzator. 
See pics 

4 = veni 
= 


mie tot-atata mi-i. 
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Sept’e ai d’e nu-i d-inturna, 

La mine ii tat-atata. 

vr. Daina, mandra, si daina, 
Si tava daina, daina! 


73d. 


[ i) oe 


|: Mandrutu, dragostea noasta :| noast’ 


O ’nflorit un pom in coasta; 

O ’nflorit si o legat: 

Dragi ni-am fost si ne-am lasat. 
(Cuhea ¢) 


73e. 
|: Plina-i lumea de vojnici : |, 


Ochii badii-s de p’aici. 
(Bocicoiel ¢) 


74a. 

iy | IT. | 
|: Mandruta de peste deala:| deal, 
a 


Ce vini la noi asa rar? 


v. $t-apot daina si dainam 
Si tava daina, dainam! 
(Cuhea ¢) 


74b. 


|: Mamuca, cand m’ai facut: |, 
|: Mai bine sa fi facut: | 


Tot un salasel de piatra. 


(Glod ¢) 


(IM EN Seg fe 


|: Mamuca, cand m’aj facut :], 


73a. 


Than (to be) the German’s soldier, 
Better (be) in woods with feathers; 
Than (to be) the German’s servant, 
Better (be) in woods with leafage. 
Variant I: 
If but yearning were for sale, 
I’d become a shopkeeper; 
I’d be bargaining so long 
Until I would buy it (all); 
5 And so long I would be haggling, 
Until I would get it (all). 
Refrain: Come along, yearning and 
song, 
And again yearning (and) 
song! 

Variant 2: 
O’er the hill—a rounded leaf— 
There’s a pond, its water’s deep. 
Come along, lad, let us bathe! 
For upon us falls a curse, 
5 Both from Mother and from Father, 
That we part with one another. 


73b.28 


73c. 


On the hill, beyond the knoll, 
There is a deep-water spring. 
Come along, lass, let us bathe! 
For on us a curse has fallen, 


5 Both from Mother and from Father, 


That we part from one another. 
Variant: 

Go off, lover, in the evening, 
They will wait for you at home. 


(But) I, lover, won’t await you: 
Seven years if you don’t come, 
5 It is all the same to me; 
If you’re not back seven years, 
All the same ’t will be to me. 
Refrain: Sing, sweetheart, and sing 
(again), 


And then sing and sing again! 


73d. 


Little lover, our love 

Made a tree bloom on the hillside; 
It has blossomed and borne fruit: 
We were lovers and we parted. 


73e. 


Full’s the world of stalwart lads, 
(My) lad’s eyes are from round here. 


74a. 


Sweetheart from beyond the hill, 
Refrain 
Why d’you come to us so seldom? 
Refrain: And then sing and sing 
(again), 
And again (just) sing and 
sing! 


74b. 


Little mother, when you made me, 
Better had you made (instead) 
(But) a coffin (hewed) of stone. 


75. 


Little mother, when you made me, 


23 See the author’s note to the respective melody. 
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|: Nimica nu te-a dorut :|; 80. 


|: Lasa mama, jo m’am tras: | 
|: De la bine la nacaz : |; 


(Glod ¢) 
Las& mama, m’am tras io 
76. De la bine tat la rau. 
|: Maj mandru, mandrele tale : | (Valeni ¢) 
Nici pe drum nu-mi fac carare; 81. 


Ori pe unde io mi-o fac, 
De-a tale mandre nu ’ncap. 
(Cuhea ¢) Pes 


|: Fa ma, Doamne, ce mi fa’ : | 


err 
77. v. Dayna, mandra, st daina, 
(eud 4) Si java daina, daina! 
(Nanesti ¢) 
78a. = 46b. 
(Valeni ¢) 82. 
|: D-in cé cruce de ulita : | 


78b. [i] Ar 


|: Cucoana d’in doi parinti : |, |: Sedg-o d-alba coconita :| -nit’ 
|: Ce gand’est’i d’e t’e mariti:|? |: Culcata pe canapel? : | 
Be |: La umbra de trandafir : |. 
Maritatu nu-i noroc, 
CGalbarbatu-icdsicil die toc nl = 
5 Maritatu nu-i tigneala, (Visaul-de-jos ¢) 
Ca barbatu-i zd’ici d’e para. 
Nici barbatu nu ti-i frat’e, 83.* 
Sa gand’est’i, ca nu t’e bat’e; 
Nici soacra ta nu ti-l mama, (leud ¢) 
10 Sa gand’est’i ca nu te ’nd’eamna. 
(Breb ¢) 84. 
79a |: Hai, tu mandriorul’e:], 
P |: Indoiest’e jumAatat’e : |! 
|: Mireasa, cununa ta : | . 
|: Impletita-j manantel : |, T’e-am ibit® ca si pe-un frat’e, 


C’am vadzut, ca tii dreptat’e. 
Si de-amu mfhi-ai fi mai drag, 
D’e t’e-am prins cu hamisag.4 
—Frunza verd’e si una— 


$i purtata putinel. 
Roaga-te drustilor tale, 
5 Sa-ti o ’mpleteasca mai rara. 


on 


(Poieni ¢) Cu mine si cu alta. 
(Patrova ¢) 
79b.* 
(Ieud ¢) 
1 = biciu. 
2 = canapea. 
3 iubit: 
—— 


perfidie (< hamissag, ung.). 
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Not a thing was hurting you; 


76. 


Hey, you lover (mine), your sweet- 
hearts 

Crowd me even on the highway; 

Anywhere I want to go, 

I am crowded by your loves. 


77.24 


78a. = 46b. 


78b. 


Lass who has both parents (living), 

What do you expect of marriage? 

Marriage is no stroke of luck: 

A husband’s a whip of fire; 

Marriage is no comfort (either), 

(Like) a whip of flame’s a husband. 

Husband is no brother to you, 

That you'd think he wouldn’t beat 
you; 

Nor’s a mother-in-law a mother, 


10 That you’d not expect to drive you. 


79a. 


Bride, that wedding wreath of yours 
Has been braided (rather) tightly, 
And (but) little it’s been worn: 

You should call upon your bridesmaids 
5 That they braid it somewhat looser. 


79b.74 


80. 


Leave be, Mother, I have turned 
From (a life of) ease to worry; 
Leave be, Mother, turned have I 
From well-being but to woe. 


81. 


Change me, Lord, to what You will, 
Refrain 
Refrain: Sing, sweetheart, and sing 
(again), 
And then sing and sing again! 


82. 


At that crossing of the ways, 
There’s a fair-skinned little girl; 
(She is) lying on a couch, 

In the shadow of a rosebush. 


84. 


Little lover, come along, 
Unbend (only) half (the way)! 
I have loved you like a brother, 
For I saw you to be upright. 


5 From now on, I'll love you better, 


Since I’ve found out your deceit. 
Green leaf and (another) one, 
(You deceived) me and another. 


24 See the author’s note to the respective melody. 
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85. Tat cu dor si cu credinta. 
v. Si-apot daina si dajna, 

Si tava, mandra, dajna! 
os (Cuhea ¢) 


|: La fantana, la izvor:|, 


Sa ’ntalneste dor cu dor 
Sa saruta pana mor. 88a. 
La fantana, la Sforac 
5 Sa ’ntalneste drag cu drag 
Sa saruta pana dzac.1 
v. Dorule, dorule, 
Mazi dorule, mat! 


|: St’ii, mandrul’e, st’ii tu, stil: | : 
|: D’e cand eram noi copii: |, 


Ca sed’ém pa pajast’e? 
Si graiem d’e dragost’e. 


(Ieud ¢) (Glod 4) 
86. 
|: Du-te mandrule si-iubeste : |, 88b. 
IY., |: Mai cucul’e suparat : |, 
Unde si ma-ta vojeste. 
2.7., Nu-t’e canta pa palant!3 

. SSS Du-t’e, und’e t’e-am manat, 
La mine nu te-o voit; — Und’e-i mandrutu ’ngropat; 
Manca-te-ar fiert si fript! 5 Si-i sputie sa zie4-acasa, 
LY. S4y-apoy dajna $i daynam, Ca ii draguta mmireasa ;5 

A Ay lag lay! Si-i spufie-acasa sa zie, 

2.7. Hag lag taj! Ca la ei e veselie. 
(Cuhea ¢) (Ieud ¢) 
vee 88c. 


|: Trece doru si ma ’ntreaba :]|, Fegtoiicaie! en ar aca 


Cate talgere-s pe cul: 
Nowa bune, unu-i spart, 
Ca toate le-am numarat. 


Pa fereasta d’e uiaga: 
Care floara mni-i mai draga? 
Jo-i spui: maieranu, 

5 Sa-mi instrut dragucioru. ‘ 
(Cuhea ¢) (Oncesti ¢) 


87b. * 89. 
ey (i ] |: Sufla vantu breabanué : |], 


|: De-as avea un dragucioru :| -cior, 
(ee ee 0 SS ee ee 

v. Hat, dajna si dajna, 
Cu credinta si cu dor, Sti tava daina, daina! 
$i io i-as fi dragulita (Nanesti ¢) 


zac. 
pajeste. 
palan. 
vie. 
mireasa. 
breben. 


ti dd dd 


oan FfF © SB 
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85. 


At the well (and) at the spring, 
Refrain 
Yearning meets (another) yearning, 
(And) they kiss until they die. 
At the well (and) by the stream, 
5 Love meets with (another) love, 
And they kiss until they ail. 
Refrain: Oh yearning, yearning, 

Oh you yearning, you! 


86. 


Go along, lover, and love 
Ist Refrain 
Where your mother wants you to. 
2nd Refrain 
With myself she didn’t want you: 
May she eat you boiled and roasted! 
rst Refrain: Then we sing and sing 
(again), 

Hie-lie-lie!?5 

2nd Refrain: Hie-lie-lie! 


87a. 


Yearning passes by and asks me, 
Through the window that is glazed, 
What’s the flower I like best. 

I reply: (It’s) marjoram, 

5 To adorn my lover with. 


87b. 


If I (only) had a lover 

Refrain 

Of good faith and full of yearning, 
I would be his sweetheart, too, 


25 A meaningless jingle, rendered phonetically. 


Full of yearning and good faith. 
Refrain: And then sing and sing 
(again), 
And again, (my) sweetheart, 
sing! 


88a. 


Lover, do you still remember 
When the two of us were children, 
In the meadow how we’d sit, 
How we used to talk of love? 


88b. 


Oh you woeful cuckoo bird, 

Don’t sit singing on the fence! 
(Rather) go where I have sent you, 
Where (my) lover buried lies; 


5 Also tell him to come home, 


For his sweetheart is a bride; 
Tell him also home to come, 
For there’s merrymaking there. 


88c. 


Lover, come (and) I shall tell you 
What plates on the nail are (hanging): 
Nine (are) good (and) one is broken, 
For I’ve counted all of them. 


89. 


On the fumewort?6 blows the wind, 

Refrain 

Refrain: Come, sing and sing (again), 
Sing and sing and sing again! 


26 Breaban or brebenel is the Rumanian name of the herb Corydalis. However, the word in 
this text may be meant to be brebenoc (recte barbanoc), in which case it designates the periwinkle 


(Vinca herbacea). 
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90. 


|: Cine de parinti n’asculta : |, 


(Tf 
|: Si Dumnezeu de el uita :| uit’. 


Ca si io n’am ascultat, 
Vad, ca bine n’am umblat, 
5 Cand traiesc tat suparat. 
(Dragomiresti ¢) 


ov 


|: Auzitam mandru eu:], 


v. St-apot java gandu 
M1 sa pune, 
Sa ma duc cu mandru 
*n lume. 
(Nanesti ¢) 


92a. 


|: Hei tu mamulica mé:]! 
1; 


Mai bitie, nu mai avé, 
D’e cat tot cu voie ré! 
Mai bifie, sa nu mai ai, 


Leacuril’e raul’4 pe masa! 
v. Het, frunza si tarba; 

Mai bad ita vind ’ncoa’! 
(Bocicoiel ¢) 


92c. 


|: Mai mandrule de trej ani: |, 
|: De cand la inima-mj stai : |, 


(Dragomiresti ¢) 


93. [Var. 238.] 
|: De unde catana pleaca :|, 
|: Ramane casa saleaca : |; 


De unde catana mere, 
Ramane casa cu jele. 
(Patrova ¢) 


94. 


|: Care ibd’ie? si-apoj spune :], 


x 
Nu haladue® d’in fune, 

D’in temnita pana ’n lume, 
Pana eu chizes? m’oi pune. 


5 Care ibd’ie si-apoi lasa, 


D’in t’emnita sa nu iasa, 
Pana eu chizes m’oi face. 


5 D’e cat cu aista trai! 
vy. Het, frunza si tarba ;— Valea suna; 
Mat bad ita vina ’ncoa’!1 Eu cu mandra nu duc buna, — 
(feud ¢) val’ea sun’. 
(Bocicoiel ¢) 


92b. O53: 
|: Care ibd’ie? si-apoi lasa : |, |: Cine stie, poate spune :], 


fs [a 7 il 
Soe |: Catu mi-s mancat in lume:| lum’? 


v. Apot daina si daina, 


Dai Doamine pot’ica? ’n casa, 


= incoace. 

= iubeste. 

= farmacie (< patika, ung. < Apotheke, nemf.). 
raului. 

= sarmana. 

= scape (< halad? wng.). 

= chezes, 


2: CU i OO. (09) 
I 
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90. 


He who won’t obey his parents 
By the Lord will be forgotten. 
I was not obedient either, 
(And) I see I fared not well, 


5 For I live a life of woe. 


ais 


Lover, I have come to learn, 
Refrain 
Refrain: And again the thought (comes 
and) besets me, 
Off to wander with my lover. 


92a. 


Hey, you little mother mine! 

Refrain 

Better ’t were no more to have me, 

Than (to have me) always surly, 

Better ’t were no more to have me, 

5 Than (to lead) this kind of life! 

Refrain: Hey, leafage and grass blades, 
Lover, you, come hither, do! 


92b. 


To him who loves then jilts (his sweet- 
heart), 

Refrain 

In his home give, Lord, a drug shop, 
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Cures for evil on the table! 
Refrain: Hey, leafage and grass, 
Lover, come hither! 


92c. 


Lover (mine), for three years (now), 
Since I’ve borne you in my heart, 


93. 


Whence (a man) goes (as) a soldier, 
Wanting does the house remain, 
Where (a man) leaves (as) a soldier, 
Sorrowful the house remains. 


94. 


Whosoever loves then tells 
Refrain ; / 

From the rope will not escape, 
(Nor) into the world from prison, 
Until I go bond (for him). 


5 Whosoever loves then jilts, 


May he not the prison leave 
Until I stand bond (for him). 
Refrain: Sing the song then and sing 
on, ho, rings the valley; 
I’m at odds (now) with (my) 
sweetheart, rings the valley! 


on. 


Who can know (and) who can tell 
All the woe I have on earth? 


Si m’ar fi mancat odata, 97b. 

Daca capu l-as fi data, 
5 Si, lumea, as fi lasata. 

(Dragomiresti ¢) 


|: Du-te mandrut, duce-te-ai : |, 
es 


Cand a sta apa, sa stai; 
96a. Cand a sta apa de-a cura, 
Sa te opresti la stramtura. 
v. Si-apoj daina si daina, 

Si java daina, dajna! 


|: Suparatu-s de o luna :|, 
|: Nu-s sohan! cu voie buna : |; 


Suparat-is de un an, (Cuhea ¢) 
Voie buna n’am sohan. 

(Dragomiresti ¢) 98. 

Var.: 


- t |: Mamuca, zilele mele :], 
Suparare, suparare, 


; . Y. 
Cum t’e-as put’ea tipa ’n val’e, : 
Ca ma batranesti prea tare. Una-i buna, zece-s rele; 
Omu tanar cu nacaz Si lui Dumnezeu ii jele, 

5 Pt’ere floareé? d’in obraz; Ca tanara trag in jele. 
Omu batran cu tigheala— vy. Daina, mandra, si daina, 
Zine floaré? ’n obraz iara. Si iava, mandra, daina! 

w . rn , ? A . 
(Valeni 4) (Dragomiresti ¢) 
96b. 99. 


Trimete-mi, mandrulut, carte 
Din lumuta de departe; 
Trimete-mi, ca sa-ti trimet, 
Sa nu ne uitam de tat. 


|: D’intr’ o casa mamei plina : | 
|: Nu sant’em doj la o cina :]; 


Una ’n jos si una ’n sus, 


eee. l-am pus.* (Visaul-de-jos ¢) 
100. 
97a. |: Taie maica taietai:], 
|: Mai badita, de-a tau dor : | |: Vin(u) petitorii mei, 7. : | 


|: Face m’as floare ’n ocol5 : |; 


vy. Tichi tichi tac. 


Badita, de-a ta dulceata 
3 hee ips (Patrova 4) 


Face-m’as floare fanata. 
5 —Fa-te, mandra, ce te-i fa’,6 


4 


Ca si eu incd m’oi face 101.* 
Un cosas cu coasa ’n spate. (Ieud 4) 
Florile 1-01 cosi toate, 
Si te-oi cosi si pe tine: 
10 Si tot nu-i scapa de mine. 102a. 
(Bocicoiel ¢) |: Saraca-i inima mea :], 


niciodata. 

piere floarea. 

vine floarea. 

tren (< g6zés, ung.). 
ograda. 

face. 


aor YN NY KF 
LS St 
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I would have been overwhelmed 
Had I given (up) my head, 
5 And (if) I had left the world. 


96a. 


For a month I have been worried, 
I am never of good cheer (now), 
I’ve been worried for a year, 

Of good cheer I never am. 

Variant: 

Worriment, oh worriment, 

How I’d throw you in the river, 
For you’re aging me too sorely! 
(When) a youth’s beset with worry, 
From his cheek the bloom departs; 
An old man (who is) at ease 

In (his) cheek the bloom regains. 


96b. 


In my mother’s easeful house, 
We are never two at supper; 

One (is) up, another down, 

One we've (just) put on the train. 


97a. 


Lover, (may my) yearning for you 
Make of me, a garden flower; 
Lover, (may) the sweetness of you 
Make of me a meadow flower. 

5 You can change, lass, as you may, 
Because (then) I too would change, 
To a mower, scythe on shoulder, 
All the flowers to mow down; 

And I’d mow you down as well, 


10 And you still would not escape me. 


97D. 


Be off, lover: may you go, 
Refrain 
Only stop when water stops; 
(And) when water stays its flow, 
May you (too) stop at the narrows. 
Refrain: And then sing and sing 
(again), 
And again sing, sing! 


98. 


Mother (mine), of (all) my days, 
Refrain 

One is good (and) ten are bad; 
Even God is filled with pity 
That (so) young I am (so) woeful. 


Refrain: Sing, sweetheart, sing again, 


Sweetheart, sing again! 


oo: 


Send me, lover (mine), a letter 
From the world (so) far away. 
Send, that I send you (one) too, 
So we'll not wholly forget. 


100. 


Mother’s cutting up some noodles, 
(For) my suitors are at hand. 
Refrain 


Refrain: Ticky-ticky-tack! 
101.2? 


102a. 


(This) poor (woeful) heart of mine, 


27 See the author’s note to the respective melody. 
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|: Ca tanera sa topia : | 


Dupa cea buriana ’n rat, 
Nici-i verde de strutat, 

5 Nici-i dulce de mancat, 
Fara inimi de stricat. 
(Visaul-de-jos ¢) 

Vara: 

Du-t’e hada ’n suparari 

Si n’umbla bad’ii ’n carari; 
Ca bad’ita nu-i d’e t’ine, 
Ca si-asar’ o fo’! la mine; 

5 Ca bad’ita nu-i d’e voi, 
Ca si-asar’ o fo’ la noi. 
(Patrova ¢) 


102b. 


|: Cucule cu peana sura :|, 
is 


Grait-am gura cu gura, 

$a nu-mi canti pe tesatura. 

v. Si-apot dajna si daina, 
Si iava daina, daina! 

(Dragomiresti ¢) 


102c. 


—Sarace barbat’e grosu! 
Mult est’i gol si rupt’icosu. 
Oasel’e ti-s mari si goal’e, 
Negre pal’it’e d’e soare; 


5 Nu gand’esti sa yie? alta, 
Fara horincuta®-balta. 
—Tu femee blastamata! 
Und’e-o ai vazut tu balta? 
Fa bine si mi-o arata, 

10 Sa ma mai stampar odata. 
(Cuhea 4) 


103a. 


|: Inima, inima, mé:|, 


|: Rabda-ma, nu ma duré:]! 


Won 


M’ai durut odata rau, 


1 
2 
3 


fost. 
fie. 
rachiu. 


Hoi dl 


Si mi-a fi pe traiu meu. 
vy. Daina, mandra, si dajnare! 
(Ieud ¢) 


103b. 

|: Cresteti flori cat gardurile:|, 
|: S’astupati prilazurile :|, 

|: Sa va sufle vanturile : |. 


(Oncesti ¢) 


103c. 


[aie] eae 


|: Cucule de ce nu canti:| cantiu? 
[eore: | 
|: Doar n’aj frunza sa manancj : | 
Fi 
mananciu ? 
eg 


Frunza am bogat de lunga, 
Da-mi traiesc cu multa truda; 


5 Frunza am bogat de lata, 


Da-mi traiesc tat suparata. 
v. Het dorule, dor, 

St pe tine, puisoru! 
(Breb ¢) 


104. 


|: Tuna Doamne, ce-j tuna :|? 
7 


Tuna frunza de urzica! 
Si tu fata ramai mica! 


~ C’apoi daca-i creste mare: 
5 La parinti de suparare. 


r. St-apot dajnam si dainam, 
Si java dainam, dainam! 


(Cuhea ¢) 


105. 
|: Pasarica de pe plute : | 

if | ce | 
|: Spune la badita ’n curte:]| curt’, 


Used to pine (even) in youth 


For that weed (that’s) in the meadow, 


(And) is neither green for posies, 
5 Nor yet sweet (and fit) for eating, 
Only (fit) for breaking hearts. 
Variant: 
Be off, ugly one in woes, 
And don’t cross (my) lover’s path, 
For (my) lover’s not for you: 
E’en last night he was with me; 
5 For (my) lover’s not for ye, 
E’en last night he was with us. 


102b. 

Cuckoo with the ashen feathers, 
Refrain 

We've (already) talked together: 


You shan’t sing while (I am) weaving. 


Refrain: And then sing and sing 
(again), 
And again sing, sing! 


102c. 


Oh you wretched portly man, 
You're so bare and all in tatters! 
Large and naked are your limbs, 
Black and roasted by the sun: 

5 You (can) think of nothing else 


But a pond (that’s filled) with brandy. 


You accursed woman, you, 
Where have you seen such a pond ? 
Do a kindness, show me also, 

10 That for once I might be sated. 


103a. 


Oh you heart, you heart of mine, 
Bear with me (and) do not hurt me! 
Refrain 

You have hurt me badly once, 
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And it may well cost my life. 
Refrain: Sing and sing again, my 
sweetheart! 


103b. 


Flowers, grow as tall as fences; 
(Grow) till you fill in the stiles, 
That the winds may blow upon you. 


103c. 


Cuckoo, why do you not sing? 

Have you then no leaves to eat? 

Refrain 

Leaves I have aplenty long, 

But I struggle hard to live; 

5 Leaves I have aplenty broad, 

But in woe I always live. 

Refrain: Hey, you yearning, yearn, 
And you also, little chick! 


104. 


Strike down, Lord, what shall You 
strike? 
Refrain 
Strike the leaf of stinging nettle! 
And you, lass, stay (a) small (girl), 
Because once you are grown up, 
5 (You’re) a worry to (your) parents. 
Refrain: And then sing and sing 
(again), 
And again (just) sing and 
sing! 


105. 


Little bird (perched) on the poplar, 
Tell (my) lover in (his) house 


Sa reteze pana bine 110b. 

roe ‘see he, |: Foc t’e bata, part’e ré:|! 

Var.: T+ 

Audzit-am, mandrut, eu, 

Ca t’e tine ma-ta rau, 

Pentru ca t’e ibasc! eu. 

Spune, mandrut, mamei ta, 
5 Sa-ti d’ee, sa t’e hranest’i, 

Ca mnie nu-mi trebuest’i. 

(Breb ¢) 


Mult ai fost sa vii a me 

D’e cocoana pit’it’é.é 

Am trait bine si rau si bine, 
5 Cum traiest’e batarcinie; 

Am trait bifie si rau, 

Cum randuie Dumfezeu. 

vy. Daina, mandra, st dajna, 
106. = 102a. Var. Si jard dajna, dajna! 

(Ieud, Nanesti, Bocicoiel ¢) 

(Patrova ¢) d 


107. 1112 

Nu-i bai, nu, mandrut, nu-i bai,? 

Sviu, ca ne-am ibd’it-ai.3 

Ne-am ibd’it v’o doue luni, 

|: Ne-am ibd’it, c’am fo’4 hebuni : | 

(MIGRUIRGO305 @) ee SS 
(Oncesti ¢) 


|: Canta cucu ’n varf de munte:|, 


if | BF. 
|: Nime ’n lume nu-l aude:| aud’. 


108. 


|: Trece badita pe drum : | * 

one 112; 

|: Calareste pe-un cal sur :]. 

|: Maieran de la badea : | ;— 
Het 


(Oncesti ¢) : 
Instrutata-i ulita, 
109.* $i portita la popa. 
v. Si-apoi dainam si dainam, 
Si tara dainam, dainam! 
(Cuhea ¢) 


rv. Badu-s dragu! 

2.7. Paduricia vara, 
Miandva ’n poart’ afara; 
Badea pe drum trece, 
Cu ochit-l petrece. 


(Oncesti ¢) ~113.* 
|: Majeran de pe pojana : |,— 


110a.* ; 


Frunza verde ’ntre molizi, 
Singur’ am fost la parinti. 


Mila mi-e de tine mama, 
eine I le ss De ce mi-ai facut pomana ? 
Parintii-o-avut avere, rv. St-apot datna, si daina, 
Eu le-am fost o mangaiere. St tava daina, daina! 
(Poieni ¢) (Cuhea ¢) 


iubesc. 

baiu = nacaz (< baj, ung.). 
iubit. 

fost. 

fii. 

mititea. 


I Te a 


ce 
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That he trim his posy well 

For the Sunday that is coming. 
Variant: 

Lover, I have come to learn 

That your mother keeps you badly, 
Because I’m in love with you. 

Tell your mother, lover (mine), 

5 That she give you food (aplenty), 
For I have no need of you. 


106. = 102a. Variant 


107. 


Never mind, lad, never mind: 

I know we are not in love. 

Some two months we loved each other: 
We made love ’cause we were crazy. 


108. 


Down the road (my) lover passes, 
He is riding a grey horse. 


109.28 


tst Refrain: Dearest lover! 
2nd Refrain: Sparsely growing coppice, 
By the gate stands sweet- 
heart; 
Down the voad goes lover, 
With her eyes she follows. 


110a. 


Green leaf (from) among the pines, 
I have been an only child, 

(And) my parents had a fortune: 

I have been a comfort to them. 


110b. 


Evil fate, may fire strike you! 
Refrain 

For a long time you were mine, 
Since I was a little girl. 

I have lived both ill and well, 


5 Just as everybody does; 


I have lived both well and ill, 
As the Lord apportions it. 
Refrain: Sing, sweetheart, and sing 
(again), 
And then sing and sing again! 


111. 


Cuckoo sings on mountaintop, 
Nobody on earth can hear him. 


112. 


Marjoram from my beloved. 
Refrain 
Decked with flowers is the street, 
And the priest’s small gate (as well). 
Refrain: And then sing and sing 
(again), 
And again (just) sing and 
sing! 


113. 


Marjoram from forest glade, 
Refrain 
I am sorry for you, Mother: 
Why did you show mercy to me? 
Refrain: And then sing and sing 
(again), 
And then sing and sing again! 


28 See the author’s note to the respective melody. 
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114. ee ead eae Be 


|: Spusu-tj-am, mAndrul’e, spus : | |: Mult ti-as da sa fii vojoasa :| -ioas’! 


|: La borcutu cel d’in sus :|: pial bitel’e tant 


Cum am fost, altu n’oi fi; 

5 Sa-mi dai bimel’e din satu, 
Cum am fost, n’oi mai fi altu. 
Sa-mi dai bimel’e din tara, 
Cum am fost, n’oi mai fi iara, 


Und’e or yi! oamifi multi, 
La mine sa nu t’e uiti; 
Und’e or yi mai putinei 
Ot’ii t’ei, ot’itii mmei.? 


Bere —Binel’e meu din fet’ie 
10 L-o suflat vantu ’n pust’ie. 
115. Sohanit sa nu mai zie;3 


Binel’e meu d’e odata 
L-o suflat vantu ’n sacreata, 
Nici sa-l vad, hici sa ma vada. 


vy. Daina, mandra, si dajna, 
Si tava daina, dana! 
(Nanesti ¢) 


(Ieud ¢) 
116. 
Se ae 119a. 
: Mandra pasare-i cucu :], ; 
| P : |: Cu omutu, care-mi place :], 
‘ Ll (11. ] 
Vara cAnta, iarna nu. |: Mar’4 la dracu, n’am ce face:]| faci. 
Mandra pasare-i mierla, 
Vara canta, iarna ba. Da cu care mfni-i urit, 
v. S4-apoy dajna si daina, Rusife mii-i d’e pamant, 
St tava daina, dajna! 5 Rusitfie mfi-i si d’e gard. 
(Cuhea 4¢) Cu cine oi mere ’n iad? 
Cu propreaua® gardului, 
Cu urgia satului. 
117. (Cuhea ¢) 
Gee Var.: 
|: PlAnge-ma, mama, cu ae oru:| dor —Tu te duci, bade sarace. 
v] | Eu cu doru tau ce-oi face? 


—Tu, mandruca-i face bine, 
Ca mai sant voinici ca mine. 
Slujnicuta tuturor. (Poieni ¢) 
Batar care m’ati manat, 
5 Dintr’ odata am plecat 


|: Ti-am fost fata si fecioru : | 


kK 
Si pe toti v’am ascultat. 119b. 
(Cuhea ¢) |: Pasare de pa ogor : | ;— 
118. De nu vad pa mandru, mor. 


Pasare de pa alac;— 
ee ipree De nu vad pa mandru, zac. 
: —Itima suparacioasa :| -cioas’! (Valeni ¢) 


ean iie 

2 = ochii tei, ochitii mei. 

3 = niciodata sa nu mai vie. 
= 7—-eilene, 

5 = propteaua. 
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114. 


I have told you, lover, told you, 
At the upper salty spring: 

Where there are a lot of people, 
You are not to look at me; 

5 Where there aren’t so many people, 
(Let) your eyes (seek out) my eyes. 


115, = 23a; 
Refrain: Sing, sweetheart, and sing 
(again), 


And then sing and sing again! 


116. 


Cuckoo is a handsome bird, 

Sings in summer, won’t in winter; 
Blackbird is a handsome bird, 
Sings in summer, won’t in winter. 


117. 


Mother, weep for me with yearning, 
I’ve been son and daughter to you, 
Servant girl to everybody. 
Everyone sent me (on errands), 

5 (And) at once I ran (and did them), 
And I have obeyed you all. 


118. 


Heart (of mine), beset with worries, 
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I’d give much to cheer you up. 
If you gave me the world’s riches, 
I'll not be as I (once) was; 


5 If the village wealth you’d give me, 


As I (once) was I'll not be; 
lf you gave me the land’s fortune, 
Tl not be the same again. 
My well-being as a maiden 


10 Was swept off into the wastelands, 


Nevermore to be again; 

(And) my happiness of yore 
To the wilderness was wafted: 
We'll not see each other more. 


119a. 


With the man of whom I’m fond, 
E’en to hell I can’t help going; 
But (to go) with one J hate, 

I’d be shamed before the earth, 


5 Even of the fence ashamed. 


With whom will I go to hell? 

With the stick that props the fence, 
With the (worst) wretch of the village. 
Variant: 

You poor lover, you are leaving; 
How will I get on without you? 

Lass, you’ll get on (very) nicely: 
There are other lads like me. 


119b. 


Bird from off the fallow field, 

I must see (my) lad or die; 

Bird from off the bearded wheat, 
I must see (my) lad or sicken. 


120. 

|: Draga mi-j carjma ’n padure:|, 
Py, 
|: Ca beay vin si mananc mure :|; 
(BD 

De sa vaje! sa ma ’nbat, 

Numai crengile ma vad. 

vy. Lumet hat! 

(Cuhea ¢) 


121a. 
|: Cata lume ’n partea mea:|, 
|: Arde-ar de n’ar ramanea : |! 


(Oncesti ¢) 


121b. 
|: Cine d’e parinti ramane : |, 


(1 fr 


|: Sohanita2 nu V’i-{ bie :| bit’. 


Si eu d’e mam’am ramas, 
Am ramas cu mult nacaz. 
(Dragomiresti ¢) 


122. 


|: Pe unde mere doru:|, 
|: Nu poti ara cu plugu:|. 


(Oncesti ¢) 


123.* 
(Oncesti ¢) 


124. [Var. 39.] 


|: Mandrior, cand m’ai lasat : |, 
Y., 


Saie-mi ochii, de-am sbierat. 
vy. Hat, mat mandra, si daina, 

Si tava daina, daina! 
(Nanesti ¢) 


sa ’ntampla. 
Niciodata. 
mi-i fi. 


LJ 
I id 


5 


5 


5 


. 
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125: 
rm 


|: Bata-te, mandrule, bata:| bat’, 
|: Pastile si San-Giorgiu : |, 


Cum mi-ai mancat norocu! 
Pastile si Vinerea, 

Cum mi-ai mancat fetia 
Si-ai suparat pe mama. 
(Oncesti ¢) 


126a. 


Frunzuca verde de ruta ;— 
Nu-i buna dragostea multa. 
Sa vajeste,1 ca sa uita: 
Ramai cu inima fripta; 


Sa vajeste, ca sa lasa: 
Ramai cu inima arsa. 
(Bocicoiel ¢) 


126b.* 


|: Maieran d’e sub d’elut:]; 
|: —Ce est’1 suparat, mandrut : | ? 


Frunza verd’e, frunzulica, 
—Cum nu mfi-i yi,? mandrul’ica, 
Frunza verd’e si una, 

—(Ca ma tiem, ca mii lasa! 
—Gata est’i, mandrut, lasat, 
Altu dragut mni-am aflat; 

Gata est’i, mandrut urit, 

Ca eu altu mni-am gasit. 
(Nanesti ¢) 


126c. 


|: Mandrut, de mandrele tale: |, 
1, 


1. 2-4 = 76. 1. 2-4. 

vr. St-apoi dainam si dainam 
Si java daina, dainam! 

(Cuhea ¢) 


120. 


How I love the forest tavern, 
Refrain 

Drinking wine with brambleberries; 
Refrain 

If I happen to get drunk, 

None to see me but the boughs. 
Refrain: To the world! 


121a. 


May the people all around me 
Burn till nothing (more) remains. 


121b. 


He who’s left without his parents 
Never more finds ease (again). 
I was left without my mother, 
(And) was left with woe aplenty. 


122. 


Wherever yearning passes 
You can’t till with the plow. 


124. 


Lover, when you jilted me, 
Refrain 
May my eyes bolt if I cried. 
Refrain: Come along, sweetheart, and 
sing, 
And then sing and sing again! 


125. 


Lover (mine), may you be stricken 
By St. George’s Feast and Easter, 30 
Just as you my luck have blighted! 
(Cursed) by Easter and Good Friday, 


5 As you’ve spoiled my maidenhood 


And my mother you've aggrieved. 


126a. 


Green leaf of the herb of grace,31 
(Too) much loving is not good. 
(Lovers) may forget each other, 
(Then) you’re left with a burnt heart; 


5 It may happen that they part, 


(Then) you’re left with a scorched 
heart. 


125b. : 


Marjoram from foot of hillock, 
Why are you so worried, lover? 
Green leaf (and) a little leaflet, 
Lass, how shouldn’t I be (worried) ? 


5 Green leaf and (another) one, 


I’m afraid that you will jilt me. 
Lover, you’re already jilted, 

I have found another lover; 
Lover, you’re already scorned, 


10 For I’ve found myself another. 


126c. 


Lover, (all) your (many) sweethearts 
Refrain 
[Lines 2-4 = lines 2-4 of 76.] 
Refrain: And then sing and sing 
(again), 
And again (just) sing and 
sing! 


29 See the author’s note to the respective melody. 
30 The Feast of St. George (April 23) is one of the most important feast days of the Ru- 


manian Orthodox Church. 


31 Ruta is the Rumanian name of the medicinal herb Ruta graveolens. 
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127a. 131.* 


|: Vai, saraca primavara :|! (Oncesti 4) 
Mult ii draga si usoara ; 132 
La catana-i tare-amara. : ; 
Primavara cum soseste, |: Fa-ma, Doamne, ce mi fa’ :|? 
5 Catana la drum porneste. |: Fa-ma val’ cu negura :| 
* Si ma slobozi la badea, 
aD C’amar ma topie jelea. 
(Breb ¢) 5 Fa-ma val’ cu norutu 
Si ma slobozi la mandru, 
128. C’amar = topie doru. 
Bocicoi 
|: Imparat’e, Imparat’e : |! ae ) 
as oe a vy. Ei bunda, ia bunda, 
Puiie pace, nu t’e bat’e! Ija bunda, ja bunda. 
Nu ramAn feciori pe sat’e, (Patrova 4) 
Fara maice suparate. 
v. Daina, mandra, si daynare, 133. 
L Lava A i } ! F : ; a 
(I vs CLE i EI AES |: Cine nu stie, ce-i slujitu :|, 
a |: Poate saruta pamantu :]. 
129. Da cu poci? sa nu-l sarut, 
fT. | (1.] Ca de pruncu4 l-am stiut. 


|: Mult mi-i ray si nu mi-j bifie:| bin’, (Dragomiresti ¢) 


[i] rl 


|: N’am ce spumie cata! hime :| nim’: 134a. 

Batar cata cite spui, |: Frunza verde nu ca ’ta :|;— 

Tot zice, c’aceia nu-i | ie | | IL.4] 
5 Io-i lasa si d’in minune, |: N’am avut in sat sa-mi placa :| plac’, 

N’oi umbla altu d’e-a spune. Vs, 


(Visaul-de-jos 7) eget 
Care mie mi-o placé, 


Ti facut din viata mé. 


oT . 
130. vr. Daina, manda, si dajna, 
Fata mea, fata mea cea frumoasa-e, Mai.si mai! 
O cerut-o un d’iray.2—Oi, mama, (Dragomiresti $) 
d’irau, 
Nu ma duc dupa dansu, nu fa’ legea cu 
dreptu: 134b. [ Var. 24.] 


CH a 
ee |: Marg in lume, nu mfi-j bifte:| bin’, 


(Bocicoiel ¢) |: Vin acasa, n’am la cife:]; 
Te—seatthes 
2 = birau (primar), 
3 = pot. 
4 = ‘copilu. 
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127a. 


Woe is me, you wretched spring! 
(Spring) is lightsome and beloved, 
(But) most bitter for the soldier, 
(For) as soon as spring comes by, 
5 On his way the soldier goes. 


127b.22 


128. 


Emperor, oh Emperor! 

Refrain 

Set a peace (and) do not fight! 

For (our) lads all leave the village, 

Only woeful mothers stay. 

Refrain: Sing and sing a song, my 
sweetheart, 

And sing up again, my sweet- 

heart! 


129. 


I am ailing, not at ease, 

I’ve no thing to tell a soul; 

For whoever hears me out 

Only says that it’s not so. 

T’ll not even make them wonder: 
I'll not tell a soul a thing. 


130. 


Handsome lass, daughter mine, who’s 
so beautiful, 

Has been asked to wed a mayor, oy, 
mother, a mayor. 

I will not marry him, for unrighteous 
is his rule. 


131.32 


132. 


Make me, Lord, what You would make 
me: 

Change me to a foggy valley, 

And (then) send me to (my) lover, 

For by woe I’m sorely wasted; 


5 Change me to a cloudy vale, 


And (then) send me to (my) lover: 

Yearning’s melting me (away). 

Refrain: Hey, the coat;?3 take the coat; 
Take along the coat, the coat! 


133. 


Those who don’t know servant’s 
bondage 

(Thankfully) may kiss the earth; 

But I do not need to kiss it: 

I have known it since my childhood. 


134a. 


(A) green leaf (that’s) not like yours, 
I’ve liked no one in the village. 
Refrain 
Anyone that I might like 
Is made up out of my life (?). 
Refrain: Sweetheart, sing and sing 
(again), 
Ho and ho! 


134b. 


I go out, I’m not at ease; 
I come home, no one awaits me. 


32 See the author’s note to the respective melody. 
33 It is assumed that bunda is meant to be the word designating a short (waist-long) 
sleeveless coat, formerly worn by the Rumanian peasant; but it could equally well be just a 


meaningless exclamation. 
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Marg in lume, n’am josag, 135. 


& |: Haj mandrule ’n jos pe vale:|, 
|: C’o facut mazerea floare : |. 


Vin acasa, n’am om drag: 
5 Nu st’iu, Doamne, ce sa fac? 
Prind’e-m’as d’e gazdusag,? 
-O- é ’n cap. i ene oo 
: ce aay ee ators. 5 De gandesti, sa ne lasam, 
. fe Tes La mazere foc sa-i dam. 
D’e gazdusag nu m’oi prind’e, (Beckonial 
10 Far oi lua lume ’naint’e. 
vy, Tvaj-la-la! 
(Patrova ¢) 


De gandim, sa ne iubim, 
Mazerea sa o plivim; 


DANCE SONGS 
CANTECE DE JOC 


143b. 160a. 
|: Na, Ester, un coronas : | Merisor cu perisor, 
|: Si t’e du pana ’n oras:| Y., 


syisanil We alliors Tabet, 

Sa sa vajeasca pe ptiel’e;3 
5 Ca d’e care am luat, 

Tot obrazu mi-o crepat. 

(Oncesti ?) 


vy. Numat nu, dorule, nu! 
(Visaul-de-jos ¢) 


163a. 

158. = 31a. Paharutu cel cu toarta, 

y. Aj li limas li, Putie t’e-aj capu ’n poarta! 
ia 


Limarule limai li. 
(Patrova ¢) Paharut cu floricel’e, 
Cum t’e-ar bé® buzel’e mel’e! 
5 Palinca’ uiaga® nheagra, 
159a. Cand t’e vad, lumé mi-e draga. 
vy. Numa nu st tara nu! 


|: Cu Osanu* nu t’e da:|, EM oe 
(Dragomiresti ¢) 


Mai bine cu Osanca! * 
Daca trece opcina,4 163 
Ca radica zad’ia® Be : 
5 Si-ti arata, ce-ti a da. Bine-mi place vinutu, 


Cu Osanu nu t’e pune, 
Cu Osanca t’e du ’n lume. 
(Patrova ¢) 


avere. 
gazdasag. 

piele 

creasta muntelui sau a dealului pe unde duce vreun drum. 
rochia. 

bea. 

pas (derived from the Hungarian [really Slavic]: palinka). 
sticla. 


ant narond & 
hid t ty ue 
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I go out, I have no wealth; 135. 


Refrain é 
I come home, I have no lover: Oy eE score VO om UNA 
5 I don’t know, Lord, what to do. For the pea vine is in bloom. 


I'd set up as a rich landlord, If we mean to love each other, 
Or I would just run away. Let us (start to) weed the peas; 
But I haven’t the right mind: ue Rls BN ee tO part, 
I'll not be a wealthy landlord, Let's set fire to the vine. 

10 I would rather run away. 
Refrain: Tra-la-la! 


DANCE SONGS 34 


143b. 160a. 

Esther,®5 here’s a crown36 for you, Little pear and little apple,40 

Go along into the town, Refrain 

CEP SOINS OAASt TRS Hora, ee 

Better suited to my skin. Refrain: Only no, oh yearning, no! 


S [SOR UNS ONES I QNEIOSKORS, 
My whole face has cracked apart.” 


163a. 


Little drinking glass with handle, 
Put your head out at the gateway! 


158. — 3la. 


Refrain: Hie- lee, lee-my-lee, 
Lee-mah-voo-leh, lee-my-lee.38 


Refrain 
Little flowered drinking glass, 
159a. How my lips would like to drain you! 
Don’t you try out the Oashan,39 5 Brandy, (poured from) the black bottle, 
Better (try) the Oashan lass! Seeing you, I love the world (more). 
When she goes across the hill, Refrain: Only no and no again! 
She lifts up her skirt behind 
5 What she’ll give you she displays. 
Do not tackle the Oashan, 163b. 
Go off with the Oashan lass. I am (very) fond of wine 


34 Nos. 136-143a., 144-157, 159b., 160b.-162, 164d.-175, 177c.-178b., 180a.-182d., and 
184a.—209 are instrumental melodies without text. 

35 Ester, while a very common woman’s name among Hungarians, is very seldom en- 
countered among Rumanians. 

36 Unit of currency of the Austro-Hungarian Empire. 

37 A play upon words seems to be intended here: in Rumanian, the idiomatic way to express 
“T nearly died of shame”’ is ‘‘my face (or cheek) split with shame.”’ 

38 The meaningless jingle is rendered phonetically. 

39 The Oasan (pronounced approximately wa-SHAN), that is the Rumanian peasant from 
the region known as Tara Oasulut, which lies between the Tisa and Somes rivers, has a repu- 
tation for truculence. 

40 Literally, merisor cu perisoy means little apple (or apple tree) with little pear (or pear tree). 
However, both merisor and perisor designate, somewhat indiscriminately, a number of 
plants and fruit, including (a) Pirus boccata, Vaccinium vitis idaca, Vinca herbacea, Vinca 
minor, Sorbus domestica, Sorbus aucuparia, and so forth, and (b) Circaea alpina, Hordeum caput 
Medusae, Ramischia secunda, and so forth. 
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Cand il beau cu mandrutu. ie as ig 
£5) |: Unde-j rachiu pe masa :| mas’; 


‘y Numay nu st java nu! 


(Visiul-de-jos 4) Du-ma, Doamne, $i ma pune, 


Unde-i rachiu de prune. 
(Bocicoiel ¢) 


163c. 
Mama mi-o facut ot’iil 164c.* 
Si ’ntre strejii de m1-oi yi,” (Oncesti ¢) 
Sa ma mangaj cu dansij. ; 
Y., 

176.* 
Mama mi-o facut gura, (Bocicoiel ¢) 


5 Si de m’oi instreina, 
Sa ma mangai cu dansa. 
vy. Hop, dorul’e, hop! 177a. 


(Valeni ¢) |: Hej tu mandriorul’e : |! 


|: Nu t’e tare scutura :], 


163d. dy app 
‘ " Ca est’i galban ca ceara; 
. Bin’ am baut cu badea Nu t’e tare sgatal 
are 5 Si pamAnt ti-a trebui, 
ee Uiaga® cu picurii, 


, Cocia cu doftorii, 
Bin’ am ba mand 
in’ am baut cu mandru Cum m4 ’nvAatai a ibi4 
, 


Pe banii lui si-a mei nu! Si-amu mé lasi a dori! 
. Beau feciorii, pana-s beti, (Patrova ¢) i 

Si-apoi zic, ca-s deochieti. 

vy. Numai nu si tava nu! 


(Bocicoiel ¢) 177b. 


|: Mai codrul’e nu da vant : | 


164a. a Se Whe osteo 
Mnhi-e ura pa pamant; 
Cresteti flori pana ’n trupina, Mai codrul’e, nu da ceata 
$i sacati din radacina! Mhi-e ura pa viata. 
Cresteti flori cat gardurile, ~ (Ieud ¢) 
Nu v’oi ciunta varvurile. 
5 Cresteti flori si nu ’nfloriti, 178c.* 
Ca mie nu-mi trebuiti. (Visaul-de-jos ¢) 
(Bocicoiel ¢) , 
178d. 


164b. 


|: Du-ma, Doamne, si ma lasa :], 


|: Mai Neamtule! nu faci bine: |: 


1 == ochii:. 
Ch pa Nal 

a sticlar 
4 = imbi. 
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When I drink it with (my) lover. 
Refrain 
Refrain: Only no and no again! 


163c. 


Mother made my eyes (for me) 
So that, (even) among strangers, 
Comfort I might seek in them. 
Refrain 

Mother made my mouth (for me) 
5 So that, should I be estranged, 
Comfort I might seek in it. 
Refrain: Hop, oh yearning, hop! 


163d. 


. With (my) lover I’ve drunk well: 

Not at my expense, at his! 

With (my) lad I have drunk well: 

Not at my expense, at his! 

. Till they’re drunk, the lads (will) 
drink, 

Then they’ll say they are bewitched. 

Refrain: Only no and no again! 


164a. 

In the stem grow tall, you flowers, 
And get withered at the roots! 

Tall as fences grow, you flowers, 

I shall not pluck off your tops. 

5 Grow (but) do not bloom, you flowers, 
For I have no need of you. 


164b. 


Take me up, oh Lord, and leave me 


Where there’s brandy on the table; 
Lead me, Lord, and set me down 
Where plum brandy’s to be had. 


164c.41 
176.41 


177a. 


Hey, you little lover (mine), 
Don’t be shivering (so) hard, 
For you’re yellow-hued as wax; 
Don’t be shuddering (so) sorely, 

5 For the earth will be your part 
(And) the bottle with the drops, 
(And) a wagonload of drugs, 

For you taught me about loving 
And now leave me to (my) yearning. 


177b. 


Forest, don’t let through the wind: 
I am weary of the world. 
Forest, don’t let through the mist: 
I am wearied of (my) life. 


178c.41 


178d. 


German, you’re not dealing fairly: 


41 See the author’s note to the respective melody. 
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Unu iei, unu raméne. 179.* 

Mai Neamtule! bate-te-or : 

Lacramile maicelor, (Oncesti ¢) 
5 Dragostile fetelor 

De doru feciorilor! 183. 


Pat 
(Patrova ¢) |: Vaj amar, mandrule, -amar :|! 


|: Dragostea noastra ’n zadar : |; 

178e. 
|: Pentru mandru, ca mfhi-j drag :|, Ti-ar fi lumea de-amar fie, 
Cum ne-am ibit! in manie. 


Mult’e suferesc si trag; (Patrova ¢) 


Pentru mandru, ca-l iubesc, 
Mult’e trag si suferesc. 
(Visaul-de-jos ¢) 


1 = jubit. 
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One you take (and) one you’re 183. 


leaving.42 é ; 
German, you will be laid low pee AALS ae ‘ 
By the tears of (woeful) mothers, UO MN 21) ces 
5 By the (thwarted) loves of lasses Mey tne word be co Hon OU 
(Who are) yearning for the lads! As our love has been in anger. 
178e. 


For (my) lad, because I love him, 
Many (ills) I have to suffer; 

For (my) lad, since he’s my love, 
I must suffer many (ills). 


42 This song is addressed to the German-speaking military authorities of Austro-Hungary 
of which Maramures was a part. The speaker refers to the recruiting system then in force. 
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Refrains' 


A. Colinda refrains 


I. Refrains with Doamne 


iL. 


2 


3. 


Domnului, Doamne! 

(6a.c. Poieni, Oncesti ¢) 
Domnului, Domnului, Doamne! 
(1. Visaul-de-jos ¢) 

Domanuluij si-al nost’ Domn! 
(10a., var.; 14. Visaul-de-jos, 
Glod, Ieud, ¢) 


. Hristos, Domnul nost’! 


(11. Ieud 4) 


. Oi, ’erui Doamne! 


(13a. Valeni ¢) 


. Refrains with Ler 
. Haida ler si lerui Doamn’[e]! 


(8., 18d. Ieud, Bocicoiel ¢) 


. Haia l’er. iara ler! 


(4. Ieud ¢) 


III, Refrains with Craciun, Ratu 


8. 


oh 


10. 


Dimineata lui Craciun! 

(13b. Ieud, Poieni 7, 4) 

Si raiu s’o luminat! 

(13c. Valeni ¢) 

Raiul’e, gradina dulce, 

Noj d’in t’ine nu he-om duci’! 
(14. var. Glod 4) 


IV. Refrains with Ileana, Leno 


hae 


1 [See the editorial discussion on p. xxix.] 
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Draga Ileana! 
(19. Visaul-de-jos 4) 


12. Oil eno, l’eno! 
(7. Ieud ¢, ¢) 

13. Linu-i lin si lara linu 
Frunza verde rozmalin! 
(9b. Oncesti ¢) 

14. Linu, linu, numai lin, 
Frunza verde rojmalin! 
(10b. Poieni ¢) 


V. Refrains with Florile 
15. Florile-s dalbe! 

(6b., Ja. Dragomiresti, Valeni ¢) 
16. Floril’e dalbe d’e mar! 

(12. Oncesti ¢) 


VI. Refrains with Corinde 


17. r.r. Doamne! 
2.¥. Hai corinde! 
(5., 16. Oncesti, Cuhea ¢) 
18. Hai corind’e-1 Doamne! 
(15. Oncesti ¢) 


~ 


15%. Refrains without definite sense 


I. Refrains consisting of words with no 
definite sense 
19. Hai, hai, hai! 
(32., 49., 53e. Visaul-de-jos ¢) 
20. Mai si mai! 
(44. Dragomiresti ¢) 
21> Traicia-lat 
(134b. Patrova ¢) 
22. Jichitichi tac: 
(100. Patrova ¢) 


23. 


24. 


Tih 
25. 


26. 


SAM i 


28. 


29. 


30. 


31. 


32. 


33. 


34. 


35. 


36. 


Refrains 


Numai nu si jara nu! 


(163a.b.d. Dragomiresti, Visaul-de- 


jos, Bocicoiel ¢) 
Aj li limai li, 
Limarule limai li. 
(158. Patrova ¢) 


Refrains with Daina 
Dajna, daina si daina! 
(38. Visaul-de-jos ¢) 
Daina, mandra, si dainare! 
(103a. Ieud ¢) 
Dajna, mandra, si daina, mai si mai! 
(134a. Dragomiresti ¢) 
r.y. Si-apoj daina si dainam, haj 
lai lai! 
2.y. Hai lai lai! 
(86. Cuhea ¢) 
Hei, mai mandra, si dainare, 
mai, si hei! 
(34a. Dragomiresti ¢) 
Hai daina si daina, 
Si iara daina, daina! 
(89. Nanesti ¢) 
$i apoi daina si daina[m], 
Si jara daina[m], daina[m]! 
(45a. Visaul-de-jos 4) 
(97b. Bocicoiel ¢) 
(102b. Dragomiresti ¢) 
(63., 74a., 87b., 104., 
116., 126c. Cuhea ¢) 
Hai, mai mandra, si daina, 
Siiara daina, daina! 
(124. Nanesti ¢) 
Daina, mandra, si daina, 
daina, 
mandra, 
(54a., 55., 73c. var., 110b. Ieud 4) 
(62a., 81., 110b., 115. Nanesti ¢) 
(98. Dragomiresti ¢) 
(110b. Bocicoiel ¢) 
Daina, mandra, si dainare, 
Si lara, mandra, dainare! 
(128. Ieud ¢) 
Hai, mai mandra, si daina, 
Si jara daina, daina, 
Hai dorule, si daina, 
mai, mai, mai! 
(37. Nanesti ¢) 
Hai dorule si daina, 
Si iara dorut daina! 
(72c. var., 73a. var. 1 Poieni 4) 


NZS AES 


Si lara { daina! 


37. Apoj daina si dajna,—val’ea suna; 
Eu cu mandra nu duc buna,— 
val’ea sun’. 
(94. Bocicoiel ¢) 


C. Refrains with definite sense 


I. Refrains consisting of one line 
38. Hei dorutule! 
(50. Oncesti ¢) 
Hop, dorul’e, hop! 
(163c. Valeni ¢) 
Numai nu, dorule, nu! 
(160a. Visaul-de-jos ¢) 
Hej Ancuta romancuta ! 
hei! hei! hei! 
(36. Bocicoiel ¢) 


39. 


40. 


41. 


ole 
42. 


Refrains consisting of two lines 
Ei bunda, 1a bunda, 

Ita bunda, ia bunda. 

(132. var. Patrova 4) 

Dorule, dorule, 

Mai dorule, mai! 

(85. Ieud ¢) 

Ai, hai, ce sa fac? 

Mi-s’o dat doru de cap. 

(52. Glod 4) 

Hei dorule, dor, 

$i pe tine, puisoru! 

(103c. Breb ¢) 

Hei, frunza si jarba ;— 

Mai bad’ita vina ’ncoa’! 
(92a.b. Ieud, Bocicoiel ¢) 

. Si-apol iara gandu mi sa puiie, 
Sa ma duc cu mandru ’n lume. 
(91. Nanesti 4) 


43. 
44, 
45. 


46. 


III. Refrains consisting of three lines 
48. Tragu-mi hora mea 
(Er 
|: Pe cé struna subtire :| -ra. 
(68. Ieud ¢) 


IV. Refrains consisting of four lines 


49. r.v. Badu-s dragu! 
2.v, Paduricia rara, — 
Mandra ’n poart’ afara; 
Badea pe drum trece, 
Cu ochii-1 petrece. 
(109. Oncesti ¢) 
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INOGtGSHCO Nee Lows 


7.* Really a ballad text. 

10a.* Erroneously, instead of: Colo sus la. 

12.* Really a ballad text. 

19.* Really a ballad text. 

20g.* The text is missing. 

23a.* The gentry (feudal lords, and so forth) were exclusively Hungarian by 
nationality during the Hungarian rule. Therefore ‘‘gentry’’ should be taken here as 
referring to Hungarians, “‘Rumanians”’ as referring to peasants. What is revealed 
here is an antagonism between gentry and peasantry, not between nationalities. 

23h.* Ballad text. 

30.* Here (and hereafter) the word ‘‘German’’ refers to the Imperial and Royal 
Austro-Hungarian Army, the official language of which, as is well known, was 
German. 

31b.* Refers to the military authorities. 

35.* The text is missing. 

44.* The underlined particle is only an extension syllable. 

45b.* Many lyric and epic texts begin with the stereotyped line: ‘‘Green leaf”’ 
(of a tree or some other plant) or with another kind of image from nature; also, 
such lines are sometimes interposed as internal lines preceding a textual division. 
There is no relationship of content between these and the other lines of text. 

46a.* The text is missing. 

47.* The text is missing. . 

50.* The text is missing. 

52.* The Rumanians in Maramures wear long hair covering the forehead to 
the brow. Upon entry into military service, recruits’ hair was cut short—to their 
great distress; it was the duty of the village magistrate to execute the orders of the 
military authorities in this respect. 

** That is, Mother still has enough money to buy my way out of military 
service. 
*** Sometimes with this refrain. 

55.* Same note as to No. 45b.*. 

58.* The text is missing. 

59.* Ballad text. 

61.* The text is missing. 

65.* As in Maramures generally—in the sense of castravete (Cucumber). 

69.* Same note as to No. 45b.*. 
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Notes to the Texts 


73b.* The text is missing. 

77.* The text is missing. 

79b.* The text is missing. 

83.* The text is missing. 

96b.* One (of the brothers?) had to report for military service. 

101.* The text is missing. 

109.* The text is missing. 

110a.* Same note as to No. 45b.*. 

112.* Same note as to No. 45b.*. 

113.* Same note as to No. 45b.*. 

119b.* Same note as to No. 45b.*. 

123.* The text is missing. 

126b.* Same note as to No. 45b.*. 

127b.* The text is missing. 

130.* A text originating from West European folk poetry (thus also occurring 
in many German variants), which is rather widely known in Rumanian as well as 
Hungarian and Slovak folk poetry. 

131.* The text is missing. 

159a.* Inhabitants of the ‘““Avas’’ or ‘“‘Os’’ area which borders Maramures on 
the southwest (in Szatmar County). 

164c.* The text is missing. } é 

176.* Without text words. 

178c.* The text is missing. 

179.* The text is missing. (See also note ** to the respective melody.) 
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Appendix I 


by Zoltan Kodaly 


THE RUMANIAN FOLK MUSIC OF MARAMURES 1 


use of his leisure to collect innumerable examples first of Hun- 
garian, then of Slovak, Rumanian, and even Arab folk music. 
These collections are valuable from both artistic and scientific points 
of view. For a long time the over-ripe, aging European music has been 
stretching its hands toward the exotic, toward the regenerating drink of 
primitive beauty. This music took considerable material from us Hun- 
garians also. Hungarian music, sometimes mistaken for gypsy music, is 
Europe’s very welcome guest. Real Hungarian music was a guest even 
here at home. It came sometimes from the village; we admired its 
beautiful cloak, but we let it return from whence it came. We are not 
familiar with it. Its powerful strength did not saturate Hungarian life. 
Yet, for us Hungarians, Hungarian music means much more than the 
music of the cultured Western countries can mean to their people. Wes- 
tern musical culture is centuries old; it had world famed composers even 
before our defeat by the Turks (in 1526), while our only musical in- 
heritance is folk tradition. We have hardly any written memorabilia and 
whatever we have has no artistic value, which is not enough to give us 
a clear picture of our past. Whatever we possess we must reconstruct 
from folk tradition. 
That is why folk music tradition has such exceptional value for us 
and why it is so important to know it fundamentally and thoroughly. 


D espite his versatile and practical musical career, Béla Bart6k made 


1 [This article appeared in Napkelet (Budapest), No. 7, 1923, pp. 657-659.] 
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It goes without saying that to define Hungarian music we have to know 
the music of our neighbors, just as without the knowledge of the lan- 
guage of our neighbors the etymological dictionary of the Hungarian 
language would not be possible. That is why it would be of utmost im- 
portance, in our own interest, to collect the folk music of our neighbors in 
its entirety. Amongst them the only useful collections are by the Czechs; 
the Slovaks and the South Slavs have just begun it. But the rest of such 
works have not. It has to be our duty to undertake the collecting, for 
nobody in those countries has as yet taken the initiative to do so, nor 
would they even be able to because of their very low level of musical 
education. We must admit that some honest intentions have been frus- 
trated by the war (World War I) and by insuperable difficulties. Béla 
Bartok’s collection of 3,500 Rumanian folk songs, gathered for the most 
part in Hungary, is—until today—our only source of knowledge. 

The collecting of folk songs in Hungary should be of major interest to 
all educated people of the world, not only to us. The interest in the 
exotic, as mentioned above, was soon followed by the desire for scientific 
coordination of the material, and a new branch of science is beginning to 
develop: comparative musicology. Its aim and method are similar to 
comparative linguistics. The first difficulty was the lack of trustworthy 
and accurate collections, since the first such publications were mostly 
the work of laymen who did not hesitate to make changes in the me- 
lodies. Only later did today’s stricter point of view develop, which de- 
mands the correct figuration of the material and the presentation of all 
characteristics of its performance. The use of the phonograph has been 
of great help in observing the fine details. Yet, the collector himself 
must have a very good sense of hearing and must note the words and 
melodies so that he should be able to control the machine’s flaws. 

Barték’s present work was done like that. It is an asset to the new 
enterprise of the editors, Carl Stumpf and E. M. v. Hornbostel. Had it 
been printed in Hungary the prestige and credit of Hungarian scientific 
life would have gained much. Up to now, unfortunately, neither the 
national interest nor the general scientific point of view proved strong 
enough to awaken the interest of certain persons who could have started 
the publication of the collected material. (About twenty per cent of the 
material collected in Transylvania, consisting of 150 melodies, will soon 
be published by the ‘‘Népies irodalmi tarsasag.’’)? Thus it was Bart6k’s 
foreign connections who made it possible to publish at least part of his 


2 [B. Bart6k and Z. Kodaly. Evdélyi magyarsdg. Népdalok (Budapest, 1923).] 
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manuscript (371 Rumanian melodies from Bihar, collected in 1911, 
which were published in 1913 by the Bucharest Academy; 65 Arab 
melodies, published in 1920 in Zeitschrift fiir Mustkwissenschaft; and 
300 Hungarian melodies, together with Barték’s study on Hungarian 
folk music, which will soon be published in English by the Oxford 
University Press). 

Apart from the fact that music of this kind has never before been 
published with such minute precision, the form of Barték’s Maramures 
book also represents something new in European literature. The melodies 
are listed according to a certain, special structure. Furthermore, tables 
have been constructed to explain the musical material from every aspect, 
which a professional musician can easily understand. I am not able to go 
into detail as to what this collection has to offer the professional mu- 
sician. But a layman may be interested in the following: 

We learn that the Northern and Southern Rumanians differ in their 
music as much as if they were two different races. Certain areas have few 
melodies; for example, in some villages in the county of Ugocsa only a 
single melody exists. Nor do the people of Maramures have many differ- 
ent, individual melodies: of 335 melodies with texts, only 40 are indi- 
vidual; the remainder is taken over from the Ruthenians and from other 
Slav races, but mainly from the Hungarians: 

The Rumanians took over and assimilated entire melodies, wrapping 
them into their own characteristic method of singing. Certain Hungarian 
rhythms have also penetrated into their rather individualistic songs and 
give them a strange Hungarian character. They rarely take over the 
texts, as in general they sing any text with any melody. If a measure is 
too long, thesinger completes it with unintelligible syllables. And strophic 
structure is unknown in Rumanian folk poetry. 

Whoever studies the melodies of the different races in Hungary will 
not fail to notice Hungarian influence on all the other melodies. We 
might say that Hungary is on its way toward uniformity, at least on the 
subject of melody. The present generation of Rumanians has taken over 
the melodies of their Hungarian contemporaries without political pres- 
sure; indeed, the former begin to forget their own treasure of melodies, 
just as the latter have left behind the old Hungarian music style. 

The collection of Maramures instrumental dance music is very rich; 
it was mostly acquired by the collector from the gypsies. An entire world 
of difference exists between gypsies of Eastern and Western villages of 

3 [London, 1931.] 
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Hungary ; the differenceis even greater when it comes to the city gypsies, 
garbed in dress-coats. By profession they are mostly blacksmiths or 
builders of “‘mud-walls,”’ and music is only their secondary occupation. 
In Bukovina there are entire gypsy villages who do all their own field 
work; in between they also sing and play the fiddle. These gypsy areas 
form a reservoir of all kinds of dance music. In Bukovina they play 
different music to please Hungarians, Germans, Rumanians, and Ruthe- 
nians; sometimes, however, they mix up the melodies. It would be diffi- 
cult to make head or tail of their stock of melodies unless one could visit 
all their settlements and explore them. It is certain that they have hidden 
treasures of melodies. At this point it does not mean very much if I refer 
to certain dances in this book which are related to some dances in the 
Kajoni Codex (History of Literature, Kézlem, 1909: 393/19 = Mara- 
mures melody No. 185, 388/13 = No. 182a.b.), because the dances from 
around 1650 show traces of much older times. 

It cannot be definitely determined what is Hungarian,.Rumanian, or 
gypsy until more material has been collected. The time of blissful igno- 
rance has passed also in this matter. The time has arrived to collect more 
material and to compare it. Only then can final results be obtained. 

Now let me say a word with regard to a statement made in the 
author’s Preface. Ioan Birlea, a young village clergyman, accompanied 
Bartok throughout the latter’s collecting trip and was of such great help 
that the author was able to collect in two weeks the entire material of 
this book. Barték never could have achieved the same result in the 
Hungarian area. The collectors received cooperation only in territories 
populated by other races. The Hungarian intelligentsia, it seems, have 
lost their enthusiasm, it has burnt out. They do not cooperate as they 
did in 1848. Besides, they do not feel that the peasant is their brother, 
and they are not interested in his strange world. There are exceptions, 
of course, but most Hungarians only observe, with well-meaning in- 
difference, the task of the collector who has to devote so much time to 
the organization of the work. It is a fact that in Hungary it has been 
more difficult to collect Hungarian songs than anything else (that is, 
Rumanian, Slovak, and so forth). 


[ 267 ] 


Appendix II 


by Benjamin Suchoff 


ADDENDA 


In addition to the complete, original publication of Volksmustk der 
Ruménen von Maramures, the second volume of Béla Barték Ethno- 
mustkologische Schriften Faksimile-Nachdrucke! contains Barték’s second 
draft of his Hungarian language version of the Preface and Introduction, 
corrected by the editor, Denijs Dille?, and appendices containing edi- 
torial remarks and errata lists obtained from the comparative survey of 
the following sources :3 

1. The holographic first draft, in Hungarian, of the Preface, Intro- 
duction, and Notes to the Melodies; the Music Examples;4+ and the 
Rumanian Texts and Translations (by the author, in German). 

2. Non-holographic copies, including French and German translations, 
of certain of the sources listed in 1. 

3. Barték’s second draft, in Hungarian, of the Preface and Intro- 
duction (mentioned above). . 

4. A non-holographic German translation of the source listed in 3. 

5. A Barték-corrected copy of the original publication.5 

The editorial errata lists contain more than 200 items pertaining to 
the music examples and the texts. Orthographical discrepancies be- 
tween the published underlying texts of the melodies and the extracted 


1 Published by Editio Musica, Budapest. Although the title page indicates a 1966 copyright, 
the volume apparently did not appear in Budapest until 1967 and in foreign markets, 1968. 

2 Director, the Budapest Bart6k-Archivs. 

3 A complete description of these sources is given there on pp. 8*-9*. 

4 A certain number of the notations apparently are not in Barték’s autograph. 

5 The eight corrections listed by the editor appear also in Barték’s personal, corrected copy 
of the original publication (see p. xvi, above). 
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texts of Part Two form the bulk of those items. Our study of the lists 
resulted in the addition of diacritical marks to melody Nos. 23a.b., 31b., 
33a.b., and text Nos. 7, 2lc.g., 27, 78b., 118 in the present publication. 
Other adopted emendations are listed as follows: 


Melody No. | Staff | Measure Description 
23b. 7 2 triplet bracket added 
25C. 1 e} Pralltriller to vead Mordent 
23k.6 4 2 Tenuto to vead Dotted Tenuto 
34b. Data F. 2139a) to vead F. 1627a) 
39 2 1 a to vead Ja 
53a. Zz 1 La to vead Ja 
87a. 2,3 Ore Do. 
87b. 2 3 Do. 
152 5 4-5 3c to vead 3b 
9 1-2 5b to vead 5c 
9 3-4 3ce to vead 3e 
154 4 4-5 le to vead lf 
Ward oy. 2 3 La to vead Ta 
3 2 Do. 


With regard to the texts, No. 11? has as variant Bud 68/5, No. 163a.: 
Bud 61/156. The autograph copy of the texts also shows this marginal 
note for text No. 119: [mmni-i] = mi-i. In the present publication, there- 
fore, the variants have been added to the List of Some Text Variants... 
(pp. 197-198, above), and the marginal note appears as footnote 2 to 
PexE NG. Lio, 

In the second draft of the Hungarian Introduction (facsimile publi- 
cation p. 246) Bartdék, referring to scalar intonation, states: ““...the 
third and fourth above the fundamental tone. ..’’ In the original publi- 
cation, p. XVIII, the same statement reads: “‘... Terz und Quint des 
Grundtones...’’ Since the context of the paragraph containing the 
statement and the illustrative notations relate only to alteration of the 
third and fourth scale degrees, we have made the correction: fifth to read 
fourth (p. 20, above). 

It should be mentioned that the same Introduction lists melody Nos. 
68-69, 73a.b., and 92a.b. among those examples with hexatonic scales (p. 
20, above) and No. 37 as a melody to which the refrain is bound (p. 
21, above). 


6 This piece is designated 23 1. in the autograph. Since melody No. 231. does not appear in 
the original publication, the numbering problem (a missing variant?) remains. 
7 That is, former melody No. 12 (see p. xxiii, above). 
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By Benjamin Suchoff 


LEXICOGRAPHICAL INDEX OF 
MARAMURES VOCAL MELODIES 


The purpose of this computer-derived tabulation, the same as for Vol. 
IV (Appendix II, pp. 560-601) of Rumanian Folk Music, is to provide the 
reader with a simple and rapid method of locating individual melody 
sections of the Maramures vocal material or of comparing them with 
others for possible borrowings. 

In order to make comparisons with other materials, it is only neces- 
sary to calculate the first seven (or less) intervals of a melody section or 
incipit. The calculation should ignore or omit from consideration the 
chromatic quality of the obtained intervals, repeated notes, and rests. 
Ascending intervals should be indicated by a plus sign, descending ones 
by a minus sign (for example, an ascending diatonic scale would yield 
an interval sequence of +2+4+2+2+42+2+42-+2; half-steps and 
whole steps are designated alike as seconds). 

Compare the derived calculation with the interval sequences published 
here. If a complete match is found (or a significant subset of an interval 
sequence) or similar contour, refer to the respective melody in the 
Maramures music examples for further analysis.? 

To facilitate use of the Index the following explanation of column 
headings is offered :3 


1 The lexicographical ordering of the Maramures instrumental melodies has been omitted 
from this index; problems concerning their contour, music representation, and programming 
procedures are under investigation by the present writer. 

2 See the illustrated discussion on p. 560 (fn. 2) in Vol. IV of Rumanian Folk Music. 

3 The reader interested in further details concerning data processing techniques in Bartékian 
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Index No. — Lexicographical order of the 565 interval sequences, 
in which plus proceeds minus and lesser proceeds greater intervallic size. 

Class. — The editorial designation of the author’s specified classes, sub- 
classes and groups, in terms of alphabetic and numeric characters.4 The 
Arabic numeral enclosed in parenthesis indicates the number of melody 
sections contained in the respective music example. The following list 
contains an explanation of classification symbols: 


Class A (Carols) : Class B (Mourning Songs): 


I — two melody-lines I —- for young people 
II — three melody-lines II — for old people 
III — four melody-lines 


Class C (Non-Ceremonial Songs): 


I — the “‘long-drawn’”’ melody II — the newer Hora ‘song 
1 — two melody-lines 
2 — three melody-lines 
3 — four melody-lines 


Class D (Dance melodies): 


I — in free form II — in strict form 
1 — four melody-lines 


Melody No.—The Maramures melodies as numbered by Bartok in 
this volume. 

Content-structure. — Melody sections of different content are dis- 
tinguished by capital letters A, B, C or D, depending on the number of 
sections in a given melody (two, three or four). 

Interval sequence.— The melodic contour of a melody section (carri- 
ed to a maximum of seven positions) expressed in plus or minus 


folk song research should refer to my essays ‘‘Computer Applications to Barték’s Serbo- 
Croatian Material,’ Tempo (London) No. 80, Spring, 1967; ‘‘Computerized Folk Song Research 
and the Problem of Variants,’ Computers and the Humanities (New York), March, 1968; 
‘‘Some Problems in Computer-Oriented Bartékian Ethnomusicology,’’ Ethnomusicology, Sep- 
tember, 1969; ‘‘Computer-Oriented Comparative Musicology,”’ in Music and the Computer (ed. 
H. B. Lincoln), Cornell University Press, 1970. 

4 See the editorial Remark on p. xxvi, the author’s discussion on pp. 5-8, and the Systematic 
Index of Melodies (Table III), p. 6. Classes and subclasses related to instrumental melodies, 
of course, are not listed here. 

5 For the most part determined by Barték himself (see Table 6, p. 16). 


ret 
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numeric figures. Index number 4, for instance, shows a melody section 
(string No. 135 from melody No. MS3a.) containing five successive 
seconds in ascending order, followed by two descending seconds (+2 
4+2+2+2-+42 —2 —2). 

String No.6 — The individual melody sections considered to be of 
different content-structure. 


6 Or punched card number. 
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Peas Class peers ae Interval Sequence ye 
1 CI M23b. B 34* 
2 CI M23g. B 44* 
3 C(4)I13 M85 C +2+2+2 264 
4 C(4)113 MS53a. Cc +2+2+2+2+42—2-—2 135 
5 C(4)II3 M129 A +2+2+2+2—2—2-—3 429 
6 C(4)II3 M43 B +2+2+4+2+2—2—3-—4 100 
Fd C(4)II3 M42 A +2+2+2+2—4+42 97 
8 C(4)II3 M73a. B +2+2+2+2—4+4+2 214 
9 C(4)II3 M56 B +2+24+2+42—4+4+2—2 155 

10 C(4)II3 M60 B 2-2 2+2—4—2)" 168 
11 C(4)II3 M98 A +2+2+2+2—4—2 314 
12 C(4) 113 M88a. A +2+2+42-—2 271 
13 A(4)3 M15 Cc +2+2+4+2—2 550 
14 C(4)I13 M76 B +2+2+2—2+43 230 
15 C(4)II3 M108 D +2+2+2—2-—3 359 
16 A(3)2 M11 A +2+2+2—2-—3 528 
17 C(4)II3 M108 B +2+2+2—2—3-—3 357 
18 C(4)II3 M62c. Cc +2+2+2—2—5 173 
19 BII M22 B +2+2-+2—3—2 28 
20 BII M22 Cc +2+2+2—3—2+42 29 
21 C(4)I13 M73b. B 4+2+2+42—3—2+44—2 216 
2 C(4)II3 M1272. C +2+2+2—4-—3 421 
23 C(4)II3 M91 B +2+2+2—5 284 
24 C(4)II3 M50 A +2+2+2—7+7—2—6 125 
25 C(4)1I3 M65 B +2+ 24-3 189 
26 C(4)I13 M78b. Cc +2+2+3-+2—4—2 237 


* An eight-syllable melody section comprised of repeated notes (g!) only. 
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im Class | 
27 C(4)1I3 
28 A(4)3 
29 C(4)113 
30 C(4)113 
31 C(4) 113 
32 C(4) 113 
33 C(4)113 
34 C(4)1I3 
35 C(4)113 
36 C(4)II3 
ov, C(4)II3 
38 C(4)113 
39 CI 
40 C(4)1I3 
41 C(4)II3 
42 C(4)II3 
43 C(4)113 
44 A(2)1 
45 A(4)3 
46 C(4)1I3 
47 C(4)1I3 
48 C(4)1I3 
49 C(4)1I3 
50 C(4)II3 
51 C(2)111 
52 C(4)1I3 


Melody 
No. 


M56 


M86 


M126b. 


M62c. 


M28a. 
Mi12lila. 


Appendix III 


Content- 
Structure 


seaiet dealt esl les) ee ee el ioshles) es lel lef Bo ee OV Ee le Oa ee & Se - «Cc 


waza 


Interval Sequence 


+2+2+3—2—2—2 
gious 22-39 2 
4+24213—2—2—3+42 
+2+2+3-3 
4-24213—243—5 
+2+2+3—3+43-—6 
Lope 3 7a 
+2+42+4+3—4—4 
+2+4+2+4+3-—7 
POLL A 34 


+2+2—2 
+2+2—2 


Daze eee By 
4-94 02:94 3-925 
40-492:35-9-3 

nee ay ey: By ee 

24 2eg= 2 

it 2g 

Seo aiee my oy! 

pee Dee 2 gato 
10429. 9- ata 
4+04.2299= 33 

$24 2292-4 

ae ein oy ee 


+2-h2s955 
2422-5 


String 
No. 


247 
545 
433 
173 
161 
176 
158 
398 
414 
223 


332 
388 


33 


103 


C(4)II3 
C(2)I11 
C(4) 113 
C(3) 112 
C(4)II3 
A(4)3 
BIL 
C(4)II3 
C(4)II3 
C(4)II3 
D(4)II1 
C(4)II3 
C(4)1I3 
C(4)II3 
C(4)II3 
C(4)IT3 
C(2)I11 
D(4)II1 


C(4) 113 
C(4)I13 


C(4)1I3 


Melody 
No. 


M110a. 
M92a. 
M92b. 
M123 
M110a. 
M28b. 
M134a. 
M36 
M123 
M15 


M22 


M126a. 
M126c. 
M126c. 
M164b. 
M113 
M53c. 
M53b. 
MS52e. 


M53d. 


M26 
M164a. 


M126b. 
M126c. 


M46a. 
Méc. 
M45b. 


M43 


Appendix III 


Content- 
Structure 


OOS Berar PO OW OA CO 6G OU hehe. oS rire POUR e 


[ 275 ] 


Interval Sequence 


Ble Rey ane) 
421-2223 
u2ueDe23 
1042-8 

Lt yee ee eee) 

SE eR eon femmes 
Eye aa oye ae 
aaa a ee, 

An2t DesG= <3 
o-223— 3 
+242—44+242—5 ' 
aoe 5 
Saye 
s53n 5 

sige 
3S 
me 1) 34a 
12-634 34 3292 
4 24.32:35-3—3—3 
42134-34824 
Ag 2 


BN eS pa ee) 


silkeae ee 
iu. Baad 


2 Geb 4 
skye ely) 

+ 24.A 22.0 
+214—44_4 


String 
No. 


365 
290 
294 
400 
363 

56 
448 

81 
401 
549 

Bil 
410 
416 
418 
473 
376 
141 
138 
147 
144 

51 
469 


411 
415 


115 
512 
112 


101 
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Index Melody | Content- String 
Net Class No. Steuchies Interval Sequence Nee 
81 C(4)I13 Mé4a. +2+4—5+4+2-—5 182 
82 CI M23e. +2—2 39 
83 C(4) 113 M119a. +2—2 385 
84 C(4)1I3 M84 +2—2+2 258 
85 C(4)II3 M43 +2—2+4+2-—2 eos 
86 C(4)I13 M119a. +2—2+42-—2 384 
87 C(4)1I3 M135 +2—2+2-—2 453 


88 C(4)1I3 M128 +2—2+2—2+4+2—3-2 427 


104 | C(4)II3 | M134a. +2234 2-3232:3 ae 


A 

A 

B 

A 

A 

A 

A 

A 
89 | C(4)II3 | Mé4b. A $2— Daler 34228 185 
90 | C(4)II3 | M53a. B Bi Bey Ney ey Fay 134 
91 C(4)II3. | M113 B Be Yang Se fe 375 
92 | A(3)2 M9a. B 4224203 521 
93 | C(4)113 | M86 ey ap aero ea Wee pe ap yy A | 
94 | D(4)II1 | M177b. c 1235S 485 
95 C(4)II3 | M48 A es eae oe 122 
96 C(4)II3. | M106 A eRe ty oe 349 
97 | A(2)1 MI B i> ee ee ae oer 499 
98 | C(4)II3 | M115 A Sey ee oy ey er ae 379 
99 C(4)II3. | M101 B +. 422:245 321 
100 | CI M22a. A 29 208 31 
101 C(4)II3_ | M79a. € eee ee ee ee 240 
102 | C(4)II3 | M108 A -2-9552 4 su bite 356 
103 | A(4)3 M14 B PBs aie ee 2 ee c= 547 

Cc 

A 


105 C(4)1I3 M73a. +2—2—2+2—442 213 
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114 


116 


118 


119 


130 


131 


C(4)II3 
C(4)II3 


C(4)II3 
C(4)113 
C(4)1I3 
C(4)113 
C(4)1I3 
C(3)112 
C(4)1I3 
C(4)TI3 


C(4)113 


Melody 
No. 


M124 
M10a. 


M8 
M9b. 


M52 
M80 


Mé2a. 
M80 
M23h. 
M53d. 
M74b. 
Méc. 
M96b. 
M108 
M4 


M57a. 
M101 


M109 
M118 
M82 
M82 
M64b. 
M34a. 
M54b. 
M134b. 


M72a. 


Appendix ITI 


Content- 
Structure 


ee AGI ool ee loc) pe ee des fe ol) deal) esl Me Vesl Pe les) eee ee les) Neale, 


e773 


Interval Sequence 


+2—2—2—2 
+2—2—2—2 


22-2 —4=22 
oa 2 eg 
Sed 

a2 2=3 Rak 
ee) 
Sa Pa eee 
2-2 43+ 


ciate mC ae 


+2—2—3—2—2+3-—2 
ep aoe 
159 23 Ge 242 


+-2—2-—-0—-3—2—2 


ai wey 

ab oes) oer | pm ae 

a oe) Uy 
A232 Tehe See 


ae Ae-8 5 


513 
309 
358 
505 


156 
320 


361 
382 
252 
253 
187 

73 
150 
451 


204 


Appendix III 


oe Class pees Pa rete 3 Interval Sequence ae 
cae Tae meee ey RNa an YS 
132 C(2)IT1 M25 A +2—2—4+4+42—5 49 
133 C(4)I13 M114 A +2—2—44+4+42—5 378 
134 C(2)I11 M25 B +2—2—4—2 50 
135 C(4)I13 M73b. A 4+2—2—4—2+44—2 215 
136 C(4)I13 M102c. B +2—3 329 
137 C(4) 113 M81 Cc +2—3+42+42 250 
138 C(4)II3 MS3c. A +2—3+42+4+2—2—5 139 
139 C(4)II3 M102c. A +2—3+42-—2 328 
140 C(4)II3 M42 B +2—3+4+2—4+42—3 98 
141 C(4)IT3 M105 B +2—3—2+3 347 
142 CI M23f. A +2—3—3 41 
143 C(4)II3 MS4a. A +2—3—3—2 148 
144 C(4)II3 M84 B +2—4 259 
145 C(4)1I3 M1 26a. B +2—4 408 
146 C(4)1I3 M39 A +2—44+3—3—2—2 89 
147 C(4)1I3 M98 B +2—4+4+4-—2 315 
148 C(3)II2 M34b. B +2—4—2+2—2-—2 76 
149 C(4)II3 M133 Cc +2—4—2+44—-5 443 
150 C(4)I13 M67 B ; +2—4—2+5 194 
151 C(4)I13 MSO B +2—4—2-—5 126 
152 CI M23d. B +2—5 38 
153 CI M23f. B +2—5+3-—3 42 
154 C(4)II3 M51 C +2—5—2+42 130 
155 C(4)II3 M91 D +2—6+4 286 
156 BI M20a A —2 1 
157 BI M20b A —2 3 
158 BI M20g A —2 10 
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184 
185 


C(4)1I3 
C(4)II3 
C(4)1I3 
C(3)1I2 


C(4)1I3 
D(4)II1 


C(4)113 


C(4) 113 
C(4)I13 


C(4)I13 
C(4)II3 
C(4)I13 


Cl 
CI 


Melody 
No. 


M107 
M132 
Mé6b. 
Mi3a. 
M125 
M92c. 
M94 
M35 


M135 
M179 


M10b. 
M179 


M88b. 
M9a. 


M120 
M53b. 
MS3a. 
M37 
M22 
M99 


M72b. 
M7Z2c. 


M97a. 
M95 
M88c. 


M23d. 
M23g. 


Appendix III 


Content- 
Structure 


Se 0 er Pern es & Far Uw Fw Oe Free GP oye ee Ue 
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Interval Sequence 


= 

= 

2 

a5) EDA? 

eae val ay me ey ae 
Ear es oy ee) 

SOL po a= Bro 
Be wy) ep ee =a 


oe ENE) ap, 
Bie) lye, 


—2+2+4+2—24+2 
—2+4+2+2—2+4+5 


aoe 


2—2—2 
2+2+2—2—2—2 


—2+2+42—2—3-2 
—2+2+4+2—2—3-—3 


2492 14> 


Sy ee a a ee 
Ee es 
29959495 


237 926 
DS se 


124. 28t8e 22 
Pye hs ae pepe 
2945. A A 


—2+2—2 
—2+2—2 


317 


207 
210 


310 
304 
276 


37 
43 


ose Class | 
186 C(4) 113 
187 C(3)I12 
188 A(3)2 
189 C(4) 113 
190 C(4)II3 
191 C(4)1I3 
192 C(4) 113 
193 D(4)IT1 
194 A(2)1 
195 C(4)1I3 
196 C(4)II3 
LOZ C(4) 113 
198 C(4) 113 
199 C(4)II3 
200 A(4)3 
201 A(3)2 
202 C(4) 113 
203 A(3)2 
204 A(4)3 
205 C(4) 113 
206 C(4)113 
207 A(3)2 
208 A(4)3 
209 C(4)113 
210 C(4)1I3 


Melody 
No. 


M50 
M32 
M11 
M92c. 
M77 
Mi22 
M41 
M179 
M2 


M53c. 
M92c. 


M121b. 


M97a. 


M78b. 
M17 
M13c. 
M134a. 
Méa. 
M17 
M131 
M12éa. 
Mise. 
M14 
Mé64b. 


M111 


Appendix III 


Content- 
Structure 


“ 


(EW as) tes) les ye fe tesfiles}lee! 1G) ee > Jock esl’ testes Pe des] SE eh TO te 
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Interval Sequence 


Bene ee ey 
= 4 ato 2 2 See 
2+ 2624-2 

Di ge2e 257 
24922-2222 
OL 2ee 3982 
—24- 2823-3 

Bay 2 Me ya ay 

Ha Fy 


—2$2..4 
24-94 


1 BeeAr a Bree 
225-445 
iF 4-7 
Se a ee 
943-232 
—O45.8 
94324 

own eee 

2h Bag D 
ve bey! 
2-42 Bye 
i24heee 
=21Sse30 9 


—2+5—4 


String 
No. 
127 

65 
530 
27 
231 
396 

93 
493 
500 


140 
296 


395 
311 
235 
554 
539 
446 


509 
555 


435 


407 


544 


546 


186 


371 


237 


238 


Class 


C(4)113 


C(3)II2 


C(4)I13 
DI 


C(4)II3 
C(4)II3 
C(4)I13 


C(4)II3 


Melody 
No. 


Mil2la. 
M163d. 
M17 


M10b. 
M19 


M76 
M127a. 
M85 
M72c. 
M36 


M119b. 
M163c. 


M79b. 
M96b. 
M74a. 
M55 
M85 


M72c. 


M93 
M132 
M132 
M11 


M118 


M7 


M33b. 


M107 


M164a. 


M8 


Appendix ITI 


Content- 
Structure 


B 
A 
D 
A 
B 
A 
A 
A 
B 
Cc 
B 
B 
C 
A 
A 
A 
B 
Cc 
A 
B 
D 
B 
B 
C 
A 
C 
B 
C 
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Interval Sequence 


ey) 
219-59 
S320 


249 305 
2352-20 


Se 0-2 
=3.20:0010—79—=3 
Ep gy 2 4 


—2—2+42-—4 


—2—24+2—4+2-—2-2 


1055S 
pee 


= 9 B= 2 
Eee ey 
G0 33-5=4 


—2—24+4-—2-—5 


oo ee 


eye yy ey 
3322-284 
O72 5 
2) ete 6 


—2—2—2+3-—2-—3 


Appendix III 


Melody | Content- String 
No. Structure Interval Sequence No. 
M66 Cc —2—2—2+43-—4 eZ 
M13c. B —2—2—244+2 538 
M13b. B —2—2—2+4-—2+42+2 536 
M127b. A —2—2—2+44—2—2-—3 422 
M130 B —2—2—2+4—4+42-2 434 
M77 B —2—2—2-—2 232 
M79b. B —2—2—2—2 242 
M110b. B —2—2—2—2 367 
M112 A —2—2—2—2 372 
M113 D —2—2—2—2 377 
M16 B —2—2—2-—2 D902 
M84 Cc —2—2—2—2+2 260 
M107 D —2—2—2—24+3+43-2 355 
M1 A —2—2—2—24+3—2—2 498 
M160a. B —2—2—2—2—2—-—2 463 
M163b. A —2—2—2—2—2-—3 465 
M119a. Cc —2—2—2—3+43 386 
M135 Cc —2—2—2—3+43 455 
M41 D —2—2-—3 96 
M34a. Cc —2—2—34+3-—2-—2+4+2 74 
M34b. C ; —2—2—3+4+3-—2—242 77 
M63 B —2—2—3+4-2 181 
M5 B —2—2—3+44-—2—3+43 507 
M46b. A —2—2—4 117 
M30 B —2—2—5+4+4 60 
M20a. B —2-—3 Z 
M20b. B —2—3 4 
M177a. A —2—3 480 
M134a. A —2—342+8 445 
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ee Class | tees actos. Interval Sequence pond 
268 C(4) 113 | M92b. B —2—3+4+2—2-—2 292 
269 A(3)2 M13d. Cc —2—3+3-—2+2 542 
270 A(4)3 M18 B —2—3+4+3—2—2-—2 559 
271 C(2)IT1 M8la. A —2—3+3-—3 61 
272 C(2)IT1 M31b. A —2—3+3-—3 63 
273 C(4)1I3 M92a. B —2—3+3-—3-—2 288 
274 C(4)1I3 Mé2b. Cc —2—3+43-7 174 
275 C(4)1I3 M44 C —2—3+44 104 
276 C(4)II3 M124 A —2—3+4-—4 404 
277 C(4)1I3 M40 B —2—3+5+42 i . 92 
278 C(4)1I3 Milt B —2—3—2-—2+43 370 
279 C(4)1I3 M103b. B —2—3—3+42+42-3 337 
280 C(4)II3 M103c. B —2—3—3+42+2—3 341 
281 C(4)TI3 M102c. Cc —2—3-—3+4 330 
282 C(4)1I3 Mé2a. B —2—3—3-3 WAZ 
283 C(4) 113 M102b. D —2—3-—4 327 
284 C(4)I13 M102b. Cc —2—3—4—2+4 326 
285 C(4)II3 Mé4a. Cc —2—3-—5+42 184 
286 C(4) 113 M46b. B —2—4 118 
287 C(4)1I3 M102c. D —2—4 331 
288 C(4)1I3 M90 B —2—4+8 282 
289 A(3)2 M13a. Cc —2—5+3—2—3+42 534 
290 C(4) 113 M81 B —2—543—2—4 249 
291 A(4)3 M19 A +3+2 562 
292 A(3)2 M7 A +3+42+2—3-—3 514 


[ 283 ] 


Appendix III 


eg Class pests! ova lo Interval Sequence os 
293 BII M2la. +3+42—2+4+2—2—2 13 
294 BII M21b. +3+4+2—2+4+2—2—2 15 
295 BII M2Ic. +3+4+2—2+42—2—2 ea 
296 A(4)3 M18 +3+2—2—2 558 
297 C(4)1I3 M73c. +3+42—2—2—2+3 218 
298 C(4)113 M127b. +3+4+2—2—3-—3 425 
Pe] C(4)II3 M71 +3+4+2—2—3—4+2 202 
300 A(2)1 M3 +3+4+2—2—4 502 
301 DI M143b. +3+2—3+42—3-—4 458 


302 | c(4)II3 | M49 4-342-413-4173 ee 


303 | DI M163c. i343 466 
304 C(4)II3. | M111 4-13-22 369 
305 C(4)II3. | M44 +34+3-2—2-3 105 
306 | BII M21d. 43463334 3329 19 
307 C(4)1I3. | M71 I BRIO 3 eS 203 
308 C(4)II3 | M39 Haag gs Sa - 56 90 
309 C(4)II3. | Mé4a. eee a Me 183 
310 C(4)II3. | M78a. ee a ee ey ae 234 
311 BII M2if. «| eg 5-295 23 
$12 | &BIr M2ig. +3324 24 


313 C(4) 113 M49 +3+3—4+2—2—4—2 124 


314 C(2)1T1 M24 +3+3—442—3 48 
315 BII M2th. +3+3—5 26 
316 BII M2lte. +3+3—54+2+4—4 21 
SH D(4)IT1 M183 +3+3—543 497 
318 C(4) 113 M4é6a. +3+3—5+4343 114 


m © 2 WD Ww er OW eee eS eS ee Oe eS SS ome 


[ ames | 


84 | 


Appendix III 


es Class poe? ea ie Interval Sequence pen 
319 D(4)I11 M183 A +3—2 495 
320 A(4)3 M15 A +3—2+4+2—2-—2 548 
321 C(4)II3 M66 B +3—2+4+2—2—3+4 HN 
322 C(4)II3 M38 B +3—2+2—2—4 86 
323 C(4)1I3 Mél B +3—2+2—3+3—5 170 
324 C(3)IT2 M32 B +3—242—3-—3 66 
325 C(2)IT1 M24 A +3—2+4+2-—5 47 
326 C(4)1i3 M95 Cc +3—2—2 305 
327 DI M159a. B +3—2—2 461 
328 A(3)2 MS A +3—2—2 ' 506 
329 C(4)II3 M58 AS +3—2—2+42—2—3-—3 162 
330 C(4)II3 M90 A +3—2—2+43—4 281 
331 C(4)II3 M58 Cc +3—2—2+5—3—2—2 164 
332 C(4)1I3 M72a. Cc +3—2—24+5—5 206 
333 C(2)IIt M28a. B +3—2—2—2 55 
334 C(4)II3 M89 B +3—2—2—2 278 
335 C(4) 113 M102a. B +3—2—2—2 323 
336 D(4)IT1 M178e. A +3—2—2—242+42 490 
337 C(4)II3 M87b. A +3—2—2—242+4 270 
338 D(4)IT1 M178c. A +3—2—2—2+42+5 486 
339 D(4)IT1 M178e. B +3—2—2—2—2—2 491 
340 C(4)II3 M127a. B +3—2—2—2—3+5 420 
341 C(4)113 M127b. B +3—2—2—2—3+5 424 
342 C(4)II3 M41 B +3—2—2—2—4+5 94 
343 C(4)II3 M135 D +3—2—2—3 456 
344 C(4) 113 M105 Cc +3—2—2—3—2+44 348 
345 D(4)I11 M178c. B +3—2—2—4 487 
[ 285 ] 


Appendix III 
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ee Class | pees! bgt ti Interval Sequence — 
346 C(4) 113 M68 A +3—2—3 195 
347 C(4)II3 M119a. D +3—2—3+42 387 
348 C(4)113 M120 A +3—2—3-—2 390 
349 C(4)I13 M%a. B +3—2—3—2+4—-2 307 
350 C(4)1I3 M58 B +3—2—3—2-—2 163 
351 C(4)113 M53b. B +3—2—4 137 
352 C(4) 113 M108a. D +3—2—4 335 
353 A(3)2 M13a. A +3—2—4+5—3-3 532 
354 BI M20f. A +3—3 9 
355 BI M20h. A +3—3 11 
356 C(2)1T1 M29 A +3—3+42 57 
357 DI M158 A +3—3+3 459 
358 C(4)II3 M91 A +3—3+3+3 283 
359 C(4)1I3 M44 A +3~3+43—3 102 
360 C(4)1I3 M134b. D +3—3+3—4 452 
361 C(4)1I3 M94 A +3—3+3—4—2 301 
362 D(4)I11 M178d. A +3—3—2+4+2+42+4 488 
363 D(4)I1T1 M178d. B +3—3—2+4+2—3—2 489 
364 C(4)1I3 M57a. B | +3—3—2—2 157 
365 C(4)1I3 M78b. B +3—3—2—4 236 
366 C(2)1T1 M3la. B +3—3-—3 62 
367 C(2)IT1 M31b. B +3—3—3 64 
368 C(4)1I3 MS3e. B +3—3—3 146 
369 C(2)IT1 M29 B +3—4 58 
370 A(4)3 M19 Cc +3—4+2+2—2-—3 564 
371 C(4)1I3 M102b. A +3—4+42+43—4 324 
372 C(4)II3 M69 B +3—4+2—2—2 198 
373 C(4)II3 M131 B +3—4+4+2—2—2 436 


C(4)II3 
C(4)II3 
C(4)I13 
C(4)II3 
BIL 

C(4)II3 
BII 

C(4)II3 
C(3)112 


Melody 
No. 


M19 
M72b. 
M122 
M27 
M72b. 
M37 
M38 
M105 
M57b. 
M20d. 
M20d. 
M2th. 
M23c. 
M23c. 
M88b. 
M88a. 
M87a. 
M110a. 
M134b. 
M97b. 
M85 
M103b. 
M21b. 


M53d. 
M2tc. 
M134b. 
M33a. 


Appendix III 


Content- 
Structure 


Ya ee ee) eel esl Nosli = leah ts eich: Jol > IS) es] OY ee los cel I, 
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Interval Sequence 


34283 
3d 234 2A 
3.4eepA3 

6 Ae 8484 
342-525 

“3 4628322 
+3—54229—9 


+3—6+4+43 


e136 £222 2 
$3 4225.24- 2224 
=8-L24 2-2-2414 
32-92-5222 
324344 

8 --24-3= 54-252 
392 
325258 342 
3-9 7e 2 
3422-42 

=e 42g 


a342 342-46 
3-2-4 


String 
No. 


565 
208 


397 


209 


339 


142 


449 


No. Class 
401 C(4)113 
402 A(3)2 
403 C(4) 113 
404 C(4)1I3 
405 C(4)1I3 
406 C(4)113 
407 C(4) 113 
408 C(4) 113 
409 D(4)IT1 
410 C(4)1I3 
411 C(4)1I3 
412 BII 
413 C(4)1I3 
414 C(4) 113 
415 C(4) 113 
416 BI 

417 C(4)1I3 
418 C(4)1I3 
419 D(4)II3 
420 D(4)IT1 
421 C(4) 113 
422 C(4)II3 
423 C(4)1I3 
424 C(4)1I3 
425 C(4)1I3 
426 C(4)1I3 
427 D(4)IT1 


Melody 
No. 


M38 
M7 
M93 
M9éa. 
M106 
M103b. 
M103c. 
M116 
M177a. 
M59 
M59 
M2id. 
M91 
M73d. 
M74b. 
M20c. 
MS3e. 
M99 


M177a. 
M177b. 


M62b. 
M104 
M60 
M57b. 
M61 
M51 


M164c. 


Appendix III 


Content- 
Structure 


eae lush sie ee ool) uel) dlusiilwsliico esi i He KY pee esl fe @h eee ES les eel) tae Ae 
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Interval Sequence 


—3+4-3a2—3 
ASB? 
=G-eiize-2 
23 Se 2e-2 
3-2-2 4s 
34 Saa43 
5453-43 

ec we ee 
34-8 ae 94-8 
—$43234-3—355 
2$4-953+-7—3—5 
=3-4-435-2 
SASF 83-5 
_343-3-2-243 


—3+3—3—2-—3 


343-3-444 
343545 1—% 
B13 s5 
44> 4 654 
a6 


—3—24+4+42 


452 
453 


C(4)II3 
C(4)II3 
C(4)II3 
C(4)II3 
DI 

C(4)1I3 
D(4)I11 
D(4)IT1 
C(4)II3 
DI 


C(2)I11 
C(4)1I3 


C(4)II3 
CI 


C(4)113 
D(4)I11 


Melody 
No. 


M164b. 
M36 
M20e. 
M33a. 
M164c. 
M45a. 
M45b. 
M164b. 
M4éa. 
M30 
M128 


M103c. 


M79a. 
M103a. 
M143b. 
M89 
M176 
M183 
M79b. 
M163a. 


M26 
M127b. 


M133 


M22a. 


M132 
M164c. 


Appendix III 


Content- 
Structure 


oO 6 Uo Sot te Oa Ge OG C8 Ole Gt eee 
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Interval Sequence ae 
—3—2+4+2—2 471 
—3—2+44—3-—2 80 
—3—2—2 8 
—3—2—2+5—3—6 67 
—3—2—2—3-—2 475 
—3—2—2—4 107 
—3—2—2—4 111 
—3—2—2—4 472 
—3—2—4—2+44 116 
=o=22-04 84-32 59 
—3—3+42—2+42-—3-—2 428 
—3—3+42—2+3-—3+43 342 
—3—3+42-—4 239 
—3—3+42—4+4+5—3+43 334 
—3—3+3-—3-—4 457 
—3-—3-—2 279 
—3—3—2+4+3—243 479 
—3—3-—2+4 496 
—3—3—2-—2 244 
—3—3-—3 464 
—3—3—4+4 52 
—3—3—4+4 426 
—3—5+42 444 
+4 32 
+4+2 437 
+442 476 


Appendix III 


IS 


ee Class pete ie ea Interval Sequence ee 
454 C(3) 112 M33a. +4+42+4 68 
455 C(4)113 M70b. +4+2—3—2+4 201 
456 C(4) 113 M82 +4+2—4—3+4+6—4—2 255 
457 C(4)1I3 M110b. +44+3+43—2—2—2—2 366 
458 A(3)2 Méb. +4+3—3+43 510 
459 C(4)1I3 M123 +4+4—5—3 403 
460 C(4)113 M52 +4+5—3—2-—2 132 
461 C(4)113 M47 +4+5—8+5 121 
462 C(4)IT3 M45a. +4—2+42+42 108 


463 C(4)113 M109 +4—2+2+2+42—2-—2 360 


464 C(4)1I3 M66 +4—2+4+2+2+4+2—6 190 


465 | A(3)2 Méa. 42424-2445 508 


466 C(4) 113 M82 +4—2+424+2—2—4+4 254 


OS SO FO ea ee ee ee Oe Oe a Se ee or nea 


467 C(4)II3. | M68 wy Be 7 uy ee ee Maly, 196 
468 C(4)II3. | M83 142 58 256 
469 C(4)II3. | M83 HAeso 4933 257 
470 C(4)I13_ | M70b. ahs ey eee Cat mee eee, 200 
471 C(4)I13. | M75 4 4g 913 228 
472 | A(3)2 M134. ed ota 541 
473 | A(4)3 M18 142.9 Oa 560 
474 C(4)II3_ | Mé2c. 145919) 35 177 
475 C(4)II3_ | M100 ay a a ae Win BF 319 
476 | DI M159a. 4-258 460 
477 | A(3)2 Ml0a. 493 oo 524 
478 C(4)II3. | M74a. MA ac) G— eee 222 
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C(3) 112 
C(4)II3 


C(4)II3 


M95 
M17 


M102b. 
M129 


M102a. 
M176 


M22e. 
M23h. 


M89 

M177b. 
M126a. 
M126b. 
M126c. 


M16 


| M73c. 


M2 


M78a. 


M67 
M51 
M92b. 
M92a. 


Appendix III 


Content- 
Structure 


OO OF Pr FF OF OC BAe hr Om Wr bee SO em ei ee Oe 
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Interval Sequence 


4+4—2—414-5—4 
+4—3 
-4—5424-2—543 
4-4~8492-2-542 
4—3=20-44 24258 
4—3=2%-5 
+4—4444 21-953 
fee Cy ace 


+4—5 
+4—5 


Bay er fe by Bee) 


+4—5+4+2—2—2—2 


-45342 
443-092-243 
=443=343—2—2 
2413-32 
aAtAt 249-6 
ay a a Wa yaa ly 5 
adele ae 

ee NG ee 


String 
No. 


WE 
95 
199 
517 
71 
225 
303 
556 


325 
432 


322 
478 


40 
46 


277 
483 
409 
413 
417 
553 
WE 
501 
233 


193 
128 
293 
289 


Appendix III 


eis Class | presi Be ili Interval Sequence a 
506 C(4)I13 M38 A —4+4+4-—4 85 
507 A(3)2 M12 A —4+5—2—2—2 531 
508 C(4)II3 M97b A —4+6—3+42-—3+42 312 
509 C(4)113 M112 B —4—2+4+2—2+3 373 
510 C(4)1I3 M47 B —4—2+42—4-2 120 
Sil C(4) 113 M73e A —4—2+43 220 
512 C(4)113 M107 B —4—2+44-5 353 
513 C(4)I13 M123 Cc —4—2+44—5—4 402 
514 C(4) 113 M88c A —4—2+5 275 
515 C(4) 113 M75 A —4—2-—2 227 
516 C(4)113 M45a D —4—2-—3 109 
517 C(4) 113 M45b D —4—2-—3 113 
518 C(4)II3 M127a D —4—2—4+44 422 
519 C(4)1I3 M55 B —4—4+42+42 153 
520 C(4)1I3 M92a. A +5 287 
521 A(3)2 M9b. B +5+2+4+2—2—2—2 523 
522 C(4)II3 M69 A +5+2—2—3-—2 197 
523 C(4) 113 M103a By +5+2—2—5+2-—2 333 
524 A(3)2 M4 A +5+2—3+42 504 
525 A(4)3 M16 A +5—2+2—2—2+2 7 551 
526 C(4)II3 M89 D +5—3+42 280 
527 C(4)II3 M103c D +5—3+2+4—3—3+42 343 
528 C(4)II3 M122 D +5—3—2—2 399 
529 C(4) 113 M103b Cc +5—3—3+4+2—2+42—2 338 
530 C(4)II3 M84 D +5—4 261 
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Index 
No. 


531 
532 
533 
534 


535 
536 


537 
538 
539 
540 
541 
542 
543 
544 
545 


546 
547 


548 
549 
550 
551 
552 


553 
554 


555 


556 


C(4)113 
C(4)1I3 
C(4)II3 
C(4)II3 
C(4)1I3 


C(4)II3 
C(4)II3 


C(4)1I3 
C(3)1I2 
C(4)T13 
C(4)II3 
C(4)II3 


C(4)II3 
C(4)II3 


C(3)I12 


C(4)I13 


Melody 
No. 


M13b. 
Mil3e. 
M13d. 
M72a. 


M2if. 
M133 


M2le. 
M129 
M106 
M2la. 
M40 
M129 
M117 
M86 
M109 


M92b. 
M92c. 


M133 
M34b. 
M113 
M79a. 
M100 


M45a. 
M45b. 


M34a. 


M110b. 


Appendix III 


Content- 
Structure 


Qe PP SE rE OU Pm ON ei Oe a es 
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Interval Sequence 


eb dee 
5A tee 22 
Sh es ae 
Oba? 


25-2 
54> 


54 2444 
5-3-2 

=5413—2 
=§4+4=2.2 
4+6=34+-242—6 

— pA 9 93 
T0238 4.6 
De 2 

Ny a ee ee 


+8 
+8 


eegi2 22 
ee 22 2 2 
e224 
etl 3-4 
622-235 


+8—2+2—5 
+8—2+2—5 


+8—2—2—2 


+8—2—2—2—4 


Appendix III 


aes Class | MESS, peeve Interval Sequence ee 
557 C(4)II3 M63 A +8—2—3-—3-—3 180 
558 C(4)II3 M81 A +8—2—4 248 
559 C(4)1I3 M79b. A +8—3+3-—4-—2 241 
560 A(3)2 M13c. A +8—4+4+2+4+3 537 
561 D(4)IT1 M176 A +8—4+4—4 477 
562 DI M160a. A +8—4+44—4+4 462 
563 C(4)1I3 M65 A —8+2+42-—3 188 
564 C(4)1I3 M81 D —8+4+2—2-3 251 
565 C(4)II3 M47 A —8+7+2—2 119 
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Index 


Academia Romana (Bucharest), xvii, 
34 n. 

Alecsandri, Vasile, viii 

Alexici, Gheorghe, ix 

Alphorn, 6, 7, 30, 31, 42, 192 

Appoggiatura, 10, 11 

Arab folk music, x, 266 

Arhiva de Folklore, ix, x 

Arhiva Fonogramica, ix 

Ari din Bihor (Barték), xv, xvin., 1, 
34n., 195, 197, 198, 266 

Austro-Hungarian Army, 262 


Bagpipe, 19, 24, 28, 32-34 

Hungarian, 33 

Rumanian, 33 

Scotch, xxv n. 

Slovak, 34 n. 
Balassius (Balassa Balint), vii 
Ballad texts, xii 
Bator, Victor, xv n., xvii n. 
Bartalus, 38, 189 
BartoS, 39, 190 
Berdescu, Al., viii 
Bianu, Ion, xiv, xvii n. 
Birlea, Ion, xviin., t, 195, 267 
Bocete, xxvii, 5, 6, 186 
Brailoiu, Constantin, ix, xi 
Brediceanu, Tiberiu, ix 
Bucium, see Alphorn 
Budapest Barték-Archivs, 268 
Budapest National Museum, 1 
Bud, Tit, 195, 197, 198, 269 
Bulgarian dances, 26 n. 
Busitia, Ion, xv n., xvi n. 


Caesurae, xxiv, 7-8, 14, 26 


Caioni, John, vii 

Cdntec lung, x—xi, xxvii, see also Hora 
lunga 

Cantemir, Prince Dimitrie, vii 

Cello, xxv n. 

Cercel, Petru, vii 

Cetera, see Violin 

Chansons populaires roumaines du dé- 
partement Bihar (Bartdk), see Ari 
din Bihor 

Chopin, Frédéric, 29 n. 

Ciorogariu, P., ix, 34n. 

Cobza, xxv 0.., 30, see also Guitar 

Codex Vietoris, vii 

(COME, raul, Sap, by O, Hh th Zein, 22. 
186, 196, 271 

Comisel, Emilia, xiii 

Content-structure, 16-17, 272 

Cordoneanu, C. M., ix 


Dance melodies, 6, 7, 8, 22-29, 187, 
188, 271 

Dance words, 23, 191 see also stvigdturi 

Descdntece, xii 

Dille, Denijs, xvin., 268 

Doine, xii, 7, 34, see also Hore 

“Dotted” rhythm, xi 

Dragoi, Sabin, xiii 

Drdmba, 31-32 

Dumy, x, 11 


Epic recitative, xili 

Evdélyi magyarsdg. Népadalok (B. Bar- 
tdk and Z. Kodaly), xxvii, 37, 38, 
39n., 265n. 


Figura, xxv 
Fluer, 6, 30, see also Shepherd’s flute 
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Index 


Frunza ([Greenjleaf) text lines, 262 


Golestan, Stan, 188 

Gsba, 30 

Guitar, 29-30 

Guitare, see Cobza, see also Guitar 

Gustav Adolph, King, vii 

Gypsy music, xxv n., xxix, 22, 28-29, 
A) AG) NSO IMAL Bele, Ae7/ 


Herder, J. G., viii 

Hora lunga, x, xi, 6, 7, 9-11, 12, 17, 
AO), SO), SUL, Shey, Ze), A) 

Hore, 6, 7, 9, 12-22, 27, 28, 30, 34, 36, 
40, 187, 188, 190, 271 

Hornbostel, E. M. v., 265 

Hungarian folk music, 15n., 16n., 17, 
264-267 

Hungarian Folk Music (Bartok), 
reaiatl, MWevink, 7/501, SVL, Ge}, GS), Bele: 


Institute of Ethnography and Folk- 
lore (Bucharest), x 

Institute of Folklore (Bucharest), ix 

Institute of Folklore (Cluj branch), 
xvi 

1s0n, X11 


Jan of Lublin, vii 
Jew’s harp, see Dvamba 


cdjont Codex, 39, 267 

Kaminski, 29 n. 

Kariacy D aiGaa ixemeavenls 

Kodaly, Zoltan, xvii, xxiv—xxvi, xxvii, 
Raabe, C) ial, iiig, Ge), Me7/ 

isolkesse), 12%m,. Ith ial, 

Krohn, Ilmari, 7 n. 


Maqam, x 

Matray, 38 

“Melodien der madjarischen Soldaten- 
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“The folklore material contained in these 
three volumes, the musical notations that 
attain the ultimate possibilities of the musi- 
cal staff and the metronome, the poetic 
texts... all printed in facsimile, the ample 
introductions that are veritable studies in 
themselves, together with the rich appara- 
tus that accompanies them, compel respect 
and admiration... The immense toil [de- 
voted to the work by Barték] is profoundly 
impressive.” 
Tiberiu Alexandru Revista de etnografte si folclor 
(Bucharest), 1968 


“Epoch-making... the first collection in 
which music, texts, and dances are equally 
and systematically treated... The publica- 
tion is the first large-scale systematized 
collection of East-European folklore avail- 
able to experts in the West.” 


Lajos Vargyas Jahrbuch f. Volksliedforschung 15. 


“Bartok’s greatest research in ethnomusico- 
logy has been published at last, in admirable 
form. No scholarly library should lack this 
work, and all music libraries must have it.” 


Barbara Krader —_ Journal of the American Musi- 
cological Society, 1972 


“These three impressive volumes of more 

than 2,300 pages are one of the great sensa- 

tions of Bartdk research in recent years... 

Barték’s most significant scientific work in 

music folklore.” 

Laszl6 Somfai The New Hungarian Quarterly 
(Budapest), 1969 


“The series will constitute a monument of 
Rumanian folk music ...the books are a 
joy to use and should be a part of every 
music library.” 

Halsey Stevens MLA Notes, 1969 


“This monumental achievement will re- 
main the crown of Barték’s music folklore 
scholarship. A work of committed enthu- 
siasm, inspired industry, and imaginative 
insight, it is as unique among his own 
contributions as it is in the field of ethno- 
musicology at large.” 


John S. Weissmann IFMC Yearbook, 1969 


In 1935 Bartok, unable to find a publisher for his Colinde study, 
decided to underwrite the cost of printing fivehundred copies. 
The book was printed and distributed by Universal Edition 
(Vienna), without the poetic texts (Part Two), as Melodien der ru- 
mdnischen Colinde ( Weihnachtslieder ). 

That same year Bartok prepared a prospectus for the first edi- 
tion, and it was mailed to a selected list of possible subscribers. 
In addition to his Preface and two pages of music examples in 
facsimile (melody Nos. 81a.—sri.) Bartok included the following 
comments: 

“The [Colinda] material is treated according to rigorously scien- 
tific principles. It is for the first time that melodies of this type 
are published in such large number, in the most authentic man- 
ner, on the basis of the phonograph recordings. 

“It seems that among all the Eastern European peoples the Ru- 
manians have preserved best, till this day, these partly-ancient 
songs of the winter solstice. At all events, the extraordinary 
wealth (estimated to average 20 per cent) of the Rumanian 
Christmas songs is outstanding. According to recent publi- 
cations such songs are found only in comparatively small num- 
ber among the neighboring peoples. For this reason the Ru- 
manian material is the richest source of this important folk 
custom of East European villages. 

“The work should be of special interest to researchers in music 
folklore, to ethnologists, and to linguists.” 
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